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Considerable research has emerged on the influences of the late Jerzy Grotowski, 
the eminent Polish theatre reformer who is famous for his ideas on the Poor 
Theatre. Among his many contributions to the theatre, his early focus on the 
primary importance of the actor ± as opposed to the trappings of stage design ± led 
him on a path of systematic transcultural experimentation and concentrated actor 
WUDLQLQJXVLQJ³VRXUFHWHFKQLTXHV´IURPDQFLHQWULWXDOVWRDFKLHYH³RUJDQLFLW\´LQ
KLV ³+RO\ $FWRU´ DQG KLV ³7RWDO $FW´ 7KHUH KDV EHHQ VRPH GLVDJUHHPHQW
surrounding the extent of the inspiration he drew from particular traditions, 
including some Sufi orders, the form of esoteric Islamic mysticism practised in 
many of the regions he visited in Central Asia, India and Iran. This study provides 
a number of the Sufi-OLNH HOHPHQWV RI *URWRZVNL¶V 3URGXFWLRQV DQG 3RVW-
Productions career phases, in parallel with a thorough examination of primary and 
secondary sources indicating both direct (Sufi) and indirect (Sufi-inspired) 
influences from his practices, studies, collaborators, and travels. A number of 
inferences are made based on historical and geographical clues, due to several 
factors underlying the incomplete records of his experiences. Findings include a 
number of robust similarities with Sufism and clear connections with both Sufi 
and Sufi-inspired people. This thesis contributes to studies on the broad range of 
cultural and ritual influences Grotowski drew from for his practices by compiling 
and highlighting their numerous references to Sufism, and it credits Sufism as one 
of his major sources of inspiration. 
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Introduction and Literature Review 
 
³(YHU\WKLQJLQWKH8QLYHUVHLVZLthin you. Ask all from yourself.´± Rumi 
 
³<RXDUHDPLUURUUHIOHFWLQJDQREOHIDFH 
This universe is not outside of you. 
Look inside yourself; 






to which you are bound by a strong ancestral relation. [...] First, the corporality of 
somebody known, and then more and more distant, the corporality of the unknown one, 
the ancestor. [...] That is a phenomenon of reminiscence [...] Discoveries are behind us 





Jerzy Marian Grotowski, born 11 August 1933 in Rzeszow, Poland, and died 14 January 1999 
in Pontedera, Italy, was an innovative Polish theatre theorist and director who left a significant mark 
on experimental modern theatre. Due to his extensive research into a myriad of culturHV¶WKHDWULFDO
religious, spiritual, and ritual practices, much interest has centred on his influences, as people have 
been very keen to know what could have inspired his ground-breaking, inventive, and often 
controversial ideas. 
Disagreements over the nature of his later work have led people to ask whether it should even 
be characterised as theatre, or whether it is more like psychotherapy. In the course of his search for 
fundamental human truths still present in traditional cultures of his day, Grotowski made many 
discoveries ± or as he termed them recollections or remembrances of primordial truths ± which he 
implemented as tools for his actor training. (Grotowski, 1988, p.379) Grotowski became famous 
early on for his ideas on Poor Theatre, recorded in articles and interviews included in his book 
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Towards a Poor Theatre (1968), which called for the removal of all visual and auditory distractions 
to allow for an intense focus on the actor, him- or herself. In the course of my own research, I have 
uncovered aQRWKHUGLVDJUHHPHQWZKHWKHU6XILVPSOD\HGD VXEVWDQWLDO UROH LQ*URWRZVNL¶V OLIH DQG
work, alongside other spiritual and cultural practices like the voodoo of Haiti and Nigeria, 
Pentecostalism of Poland, the Huichole rituals of Mexico, and the Baul traditions of West Bengal, to 
name a few. (Grotowski.net, 2012a) 
Western scholars on the life and legacy of Grotowski have given insufficient credit to the 
extent to which elements of Islamic mysticism may have been an important template for his work. 
Indeed, seYHUDODFDGHPLFVZKRKDYHVWXGLHG*URWRZVNL¶VWKHDWUHDQGSRVW-theatre phases of research 
H[SOLFLWO\GRZQSOD\6XILVP¶VSRWHQWLDOVLJQLILFDQFH WRKLV WKHRULHVDQGSUDFWLFDOZRUN:KLOHVRPH
GR DFNQRZOHGJH LVRODWHG LQVWDQFHV RI 6XILVP¶V LPSDFW RQ *URWRZVNL¶V research, no one has 
assembled all of the jigsaw puzzle pieces to put together a bigger picture that would suggest certain 
aspects of Sufi beliefs and rituals may have substantially influenced his experimental activities. 
It is not appropriate or accurate to allege that Western scholars have any inherent bias against 
Islam that prevents them from seeing the profound role a specific spiritually-based cultural  
phenomenon quite possibly SOD\HG LQ DOO WKH SKDVHV RI *URWRZVNL¶V ZRUN UDWKHU UHVHDUFKHUV DUH
oftentimes subject to personal predilections due to their familiarity with the subject matter. 
)XUWKHUPRUH PRVW ZULWHUV RQ *URWRZVNL¶V OLIH DQG ZRUN KDYH QRW EHHQ SRVLWLRQHG WR ODXQFK DQ
extensive investigation into the key research variables that suggest there are remarkable parallels 
EHWZHHQHOHPHQWVRI6XILVPDQG*URWRZVNL¶VUHVHDUFK  
The privilege of being an academic means that one has the time and resources to devote to 
IROORZLQJDOLQHRILQTXLU\WKDWIROORZVRQH¶VSHUVRQDOLQWHUHVWV In my case, I seem to have stumbled 
upon this topic through a combination of luck, circumstances, and fortunate access to resources. 
Under the guidance of my open-minded and expert PhD advisor, I initially undertook to learn about 
WKHLPSDFW*URWRZVNL¶VZRUNKDVKDG on theatre in my native country of Jordan. My theatre contacts 
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there helped me shift perspective and turn the question around to ask about the impact the Muslim 
world had on Grotowski. Unlike previous writers on Grotowski, I was in the perfect position to both 
see the potential for this research topic and to devote the time to learning about it. Whereas other 
writers on Grotowski saw Sufism as one small factor in his work, I suspected that it was only small 
because nobody had taken the time to elaborate on it. In a personal email correspondence wherein 
my advisor sought input on my thesis from DQ HVWHHPHG DXWKRULW\ RQ *URWRZVNL¶V OLIH¶V ZRUN 
Zbigniew Osinski, the latter admitted to not knowing enough about Sufism to be able to comment. 
This news helped confirm my belief that most writers on Grotowski have a near-blind spot with 
respect to this research topic due to their limited knowledge of Sufism. While a few authors have 
JLYHQVRPHFUHGLWWR6XILVP¶VLPSDFWRQ*URWRZVNL¶VZRUN,KDYHFRPHWR think that the impact is 
greater than they would have us believe. 
American theatre scholars and professors, Lisa Wolford and Richard Schechner, editors of 
The Grotowski Sourcebook (1997), tell us of GrotoZVNL¶V connection to Sufism. Wolford 
acknowledges that Sufism impacted Grotowski and JLYHVXVDQLQVLJKWIXOH[SODQDWLRQRI*URWRZVNL¶V
captivation with the East, bringing to light the East/West dichotomy that Edward Said expounded on 
in his seminal work, Orientalism (1978), wherein he argues that the East represents ascension and the 
West epitomizes decline and demise. (Wolford, 1996a)  
/LNHO\6XILSDUDOOHOVZLWK*URWRZVNL¶VZRUNDUHeven more compelling when considering the 
Sufi concept of the Orient. In The Man of Light in Iranian Sufism (1971), Henry Corbin interprets the 
Sufi concept of the ³VXSUDVHQVRU\P\VWLFDOOrient, the place of the Origin and of the Return [...] at 
WKHKHDYHQO\SROH´ as an eighth dimension, a vertical one unlike the seven horizontal dimensions, and 
KHWHOOVXVWKDW³7KH2ULHQWVRXJKWE\WKHP\VWLF the Orient that cannot be located on our maps, is in 
the direction of the north, beyond the north. Only an ascensional progress can lead toward this 
cosmic north chRVHQDVDSRLQWRIRULHQWDWLRQ´ (Corbin, 1971, p.2). *URWRZVNL¶VLQWHUHVWLQWKH2ULHQW
of the East is described by Wolford in The Grotowski Sourcebook, and as I describe later in chapter 
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three, KLVZRUNDOVRUHIOHFWVDQLQWHUHVWLQWKH2ULHQWRIWKH³FRVPLFQRUWK´LQWRSLFVVXFKDVascension 
DQG³YHUWLFDOHQHUJ\´ (Slowiak and Cuesta, 2007, p.116). 
6FKHFKQHUZULWHV WKDW6XILVPZDV³DQRWKHUVWURQJSUHVHQFHZLWKLQWKH*URWRZVNL-body (not 
his own so much as those he has trained most intently: [Zbigniew] Cynkutis, [Ryszard] Cieslak, 
[Thomas] Richards). If Sufism (and all it refers to and synthesizes) is a key ingredient in Grotowski's 
work, his way of working is Hasidic´6FKHFKQHUES. Here Schechner seems to distance 
Grotowski himself from Sufism and allege that any Sufi influence on Grotowski was via his close 
collaborators: Cynkutis1, Cieslak2, and Richards3. (YHQLI6XILVPZDVRQO\³DQRWKHUVWURQJSUHVHQFH´
in these three FROODERUDWRUV¶ZRUNQRWLQ*URWRZVNL¶VRZQZRUNWKH\ZHUHVRFORVHWRKLPWKDWLWLV
likely that Sufism did influence Grotowski and his work in this way and in others. 
British theatre director 3HWHU%URRNZKRZURWHWKHSUHIDFHWR*URWRZVNL¶VVHPLQDOZRUNRQ
the deconstruction of traditional theatrical performance conventions and actor training techniques, 
Towards a Poor Theatre (1968), also drew a parallel between GrotowsNL¶V UHVHDUFK DQG 6XILVP
³%URRND*XUGMLHYLDQRIWKHKLJKHVWUDQN´D self-professed follower of the Sufi-inspired spiritualist, 
*HRUJH ,YDQRYLFK *XUGMLHII RQFH VWDWHG ZKLOH H[DPLQLQJ *URWRZVNL¶V ZRUN WKDW LW UHVHPEOHG
*XUGMLHII¶VWeachings. (Schechner, 1996b, p.478) 
Ludwik Flaszen, a Polish theatre critic ZKR EHFDPH DQ DXWKRULW\ RQ *URWRZVNL¶V HDUOLHVW
LQIOXHQFHVDQGLGHDVDQGHYHQFRLQHGWKHSKUDVH³SRRUWKHDWUH´LQ, met Grotowski in 1959 when 
they co-created the Theatre of 13 Rows, following which they then developed what is described as a 
³UHODWLRQVKLS EHWZHHQ DQ DUWLVW DQG DQ LQWHOOHFWXDO a director and a theatre critic´ *URWRZVNLQHW
                                                 
1
 Zbigniew Cynkutis (1938±ZDVD3ROLVKDFWRUDQGGLUHFWRUZKRDWRQHSRLQW³EHFDPH
2
 Ryszard Cieslak (1937-ZKR³LVFRQVLGHUHG*URWRZVNL¶VPRGHODFWRUDQGLQGHHGSHUVRQLILHG
*URWRZVNL¶VFUHDWLYHDSSURDFKWRDFWRUV´PHW*URWRZVNLLQ.UDNRZDQGEHFDPHHPSOR\HGDWWKH
Theatre of 13 Rows in Opole in 1961 until its dissolution in 1984. (Grotowski.net, 2012d, n.p.) 
3
 Thomas Richards (b. 1962), who met Cieslak at Objective Drama workshops while an 
undergraduate at Yale, also worked with Grotowski directly on Main Action in 1985 and the next 
\HDUPRYHGWR,WDO\ZKHUH³LQDUHODWLYHO\VKRUWWLPH>KH@FDPHWREHFRQVLGHUHG>*URWRZVNL¶V@
µHVVHQWLDOFROODERUDWRU¶´DQGODWHU³*URWRZVNL¶VVXFFHVVRUDQGDUWLVWLFKHLU´ZKR³WRRNRYHUDV
director of the Workcenter of Jerzy Grotowski DQG7KRPDV5LFKDUGV´IROORZLQJ*URWRZVNL¶V
death in 1999. (Grotowski.net, 2012e, n.p.) 
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2012m, n.p.). As I discuss later in chapter two, Ancient Traditional Ritual and Thought in 
*URWRZVNL¶V:ork, Flaszen reflected on Grotowski in a 2007 interview on Poor Theatre, where he 
described *URWRZVNL¶V ideas on self-transformation as being ³VRPHKRZFRQQHFWHGWR>*,@*XUGLMHII 
(sic)DQGVRRQ´ (Flaszen, 2007, n.p.). 
Gurdjieff (1866²1949) was a Sufi-inspired Armenian Christian mystic whose work 
UHVHPEOHV*URWRZVNL¶s in many ways; I describe him in further detail in chapter one under Cultural 
climate, and later in this thesis in chapter five: Grotowski and Gurdjieff. Because Flaszen was a close 
associate RI*URWRZVNL¶VDQGDQearly authority on him, hiVFRPSDULVRQRIVRPHRI*URWRZVNL¶VLGHDV
WR*XUGMLHII¶VLVRIQRWHZRUWK\VLJQLILFDQFHWKHUHIRUH,ZLOOUHYLVLWWKLVDVVRFLDWLRQDJDLQODWHU in the 
context of other similarities between Grotowski, Gurdjieff, and Sufism. 
)OD]HQ¶VREVHUYDWLRQRI*URWRZVNL¶VZRUNLVDOVRVLJQLILFDQWEHFDXVHLWZDVDVWDWHPHQWPDGH
DERXW *URWRZVNL¶V SHULRG RI 3URGXFWLRQV :H VHH SURJUHVVLYHO\ VWURQJHU LQGLFDWLRQV RI 6XILVP¶V
SRWHQWLDOSUHVHQFHGXULQJ*URWRZVNL¶VSRVW-theatre phases of research, as indicated throughout this 
thesis +RZHYHU )OD]HQ¶V PHQWLRQ RI *XUGMLHII, a well-known Sufi inspired spiritualist, in the 
FRQWH[WRI*URWRZVNL¶V7KHDWUHRI3URGXFWLRQVSURYLGHVXVZLWKWKHHDUOLHVWNQRZQview of a Sufi-
based connection to elements of *URWRZVNL¶VZRUN 
These four writers on theatre, Schechner, Wolford, Brook, and Flaszen, knew Grotowski 
personally, wrote or spoke of his connections with Sufi concepts, and have authored and edited 
books and articles on the man, but none has published anything solely dedicated to his interest in and 
encounters with Sufism. I am the first to compile all of the indications of SufisP¶V LPSDFW RQ
Grotowski, and do so with FHUWDLQW\WKDW6XILVPLVPRUHWKDQMXVW³DQRWKHUVWURQJSUHVHQFH´RU³Ney 
LQJUHGLHQW´LQ*URWRZVNL¶VZRUN'XULQJWKHFRXUVHRIP\LQYHVWLJDWLRQ I have compiled convincing 
evidence to support my assertion that *URWRZVNL¶VZRUNZLWK WKHKXPDQERG\ LQDOOKLVSKDVHVRI
research resembles key elements of Sufi principles and practices. 
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Not everybody will agree with my certitude of the weight of Sufi influence on Grotowski. 
The emphasis I place on Sufi influences has already been questioned by several people, including the 
prominent scholar and writer, Richard Schechner, who I interviewed for this thesis in 2011; Osinski, 
as I mentioned above; and researchers and librarians I spoke with personally at the Grotowski 
Institute in Wroclaw, Poland, in 2014 7KLV ,QVWLWXWH ZKLFK ³VHUYHV DV D NLQG RI YHKLFOH WKDW
facilitates work on onesHOI´H[LVWV LQ LWVFXUUHQWYHUVLRQDV ³DQ LQVWLWXWLRQZKLFKFRPELQHV DUWLVWLF
DQG VFKRODUO\ UHVHDUFK SURMHFWV WKDW FRUUHVSRQG WR WKH FKDOOHQJHV ODLG GRZQ E\ -HU]\*URWRZVNL¶V
creative practice´ (The Grotowski Institute: Principles, n.d., n.p.). In 2006, it was renamed and 
H[SDQGHGIURPLWVSUHGHFHVVRUWKH&HQWUHIRU6WXG\RI-HU]\*URWRZVNL¶V:RUNDQGIRU&XOWXUDODQG
7KHDWULFDO5HVHDUFKIRXQGHGLQWKXV³7KH*URWRZVNL,QVWLWXWHFRQWLQXHVWKHOLQHVRIZRUNUXQ
by the Grotowski Centre, whilst placing more emphasis on education, promotion, producing and 
publishing´7KH*URWRZVNL,QVWLWXWH: Principles, n.d., n.p.). 
I visited the Grotowski Institute in Wroclaw, both to increase my knowledge of Grotowski 
more generally, and as part of my targeted research for this thesis to access resources and experts on 
his connections to Sufism. I was surprised, but not deterred, to learn that my thesis was met with 
skepticism by the experts at the Grotowski Institute, just as by Schechner and Osinski. Like others, 
the aforementioned skeptics of my thesis are aware of periodic and sporadic references to Sufism by 
Grotowski himself and his colleagues, contemporaries, and biographers, but perhaps Sufism was not 
³RQWKHLUUDGDU´VRWRVSHDNDVLWKDVEHHQRQPLQHVRWKey did not see this overarching theme as 
clearly as I did. 
Even though I was born and raised as a Muslim in a Middle Eastern country, I, myself, had to 
expend great effort to learn about Sufism in order to be able to recognize its evident reflection in 
GroWRZVNL¶VSUDFWLFH DV6XILVP LV ODUJHO\PLVXQGHUVWRRGDQG VWLJPDWL]HGE\PDLQVWUHDP0XVOLPV
ZKR ODUJHO\ FRQVLGHU 6XILV WR EH EODVSKHPHUV ZKR FRQWUDGLFW VHYHUDO SUHFHSWV LQ WKH 4XU¶DQ
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especially with their attempts to meet Allah (SWT4) (God) while still alive. This is in direct conflict 
ZLWKPDLQVWUHDP0XVOLPV¶EHOLHIWKDWRQHFDQRQO\PHHW$OODK (SWT) in Heaven. All the same, my 
FXOWXUDOEDFNJURXQGDQGIDPLOLDULW\ZLWKWKH4XU¶DQXQGRXEWHGO\JDYHPHDUHODWLYHO\FORVHUYLHZRI
Sufism, the first step in identifying LWVEDVLVLQ*URWRZVNL¶VZRUN 
Again, as any responsible scholar will admit and attempt to defend, all researchers bring their 
own biases to their work; I merely suggest that my aforementioned biases might be considered 
advantageous, whereby they JUDQWPHDQDGGLWLRQDOZLQGRZLQWR*URWRZVNL¶VZRUNWKDWLVQRWHDVLO\
accessible to Western non-Muslim scholars. Of course the reverse is also possible, that my 
EDFNJURXQG SUHGLVSRVHV PH WR RYHUHVWLPDWLQJ 6XILVP¶V LPSDFW RQ *URWRZVNL¶V ZRUN 0\
undertaking in this thesis is to assert that Grotowski drew upon Sufism, or Sufi-inspired individuals, 
as a model for key components in his Theatre of Productions (1957~59-1969), Paratheatre (1969-
1978), Theatre of Sources (~1976-1982), Objective Drama (1983-1986~92), and Art as Vehicle 
(1986~1992- ) phases of research. 
 
Theatre of Productions (Theatre) (1957-1969) 
The link between certain Eastern SULQFLSOHVDQGSUDFWLFHVDQG*URWRZVNL¶VZRUNDSSHDUVWREH
evident beginning with his work as a theatre director. During his period of theatrical productions, 
which spanned over ten years near the very beginning of his career, he crafted a dramaturgy that 
would provide for intensely direct emotional and psychological interaction between the spectator and 
the actor. In a comPHQWDU\RQ*URWRZVNL¶VZRUNas artistic director of the Theatre of 13 Rows (1959-
1965), Krystyna Konarska-Losiowa GHVFULEHVWKH³µLQGLVSHQVLEOHSDUW¶´WKDWVSHFWDWRUVSOD\LQ³µWKH
GUDPD WKDW LV EHLQJ DFWHG¶´ and she acknowledges WKH DFWRUV¶ undertaking of ³µPsychoanalytic 
WKHUDS\ DQG WKH FRPSOHWH FRQWURO RI RQH¶V SK\VLFDO FDSDELOLWLHV [...] [with] XQFHDVLQJ WRLO¶´, in 
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response to ³µSuperficial humanists [who] are outraged at the cruelty of this theatre [...] [and who] do 
not understand what belongs to the wisdom of the Far East: that the good spirits, in order to 
effectively battle the demons, must sometimes borrow their monstrous masks´ 1965, in Osinski, 
1986, p.89). ,Q2VLQVNL¶VZRUGV VKH ³XQGHUVFRUHG WKH IDFW WKDW WKLV XQGHUVWDQGLQJ RI WKH DLPV RI
theatre is closer to the traditions of the Far East than to the WUDGLWLRQV RI:HVWHUQ FXOWXUH´ (1986, 
p.89). 2QERWKSRLQWVLHWKHFUHDWLRQRIDFRPPXQDOH[SHULHQFHZKHUHLQVSHFWDWRUVDUH³µSDUWRIWKH
GUDPD¶´ DQG WKH GHYHORSPHQW RI DFWRUV¶ seemingly extrePH ³µSV\FKRDQDO\WLF¶´ DQG SK\VLFDO
measures, *URWRZVNL¶V ZRUN LQ WKLV VWDJH LQWURGXFHG Far Eastern methods and concepts that are 
VLPLODUWR6XILVPDQGWKDWH[HPSOLI\KLVFRQFHSWRIZKDWKHFDOOHGWKH³WRWDODFW´ 
In the chapter of his book Towards a Poor Theatre  WLWOHG³0HWKRGLFDO([SORUDWLRQ´ 
Grotowski describHVZKDWKHPHDQVE\³WRWDODFW´ 
It is a question of the very essence of the actor's calling, of a reaction on his part 
allowing him to reveal one after the other the different layers of his personality, from 
the biological-instinctive source via the channel of consciousness and thought, to that 
summit which is so difficult to define and in which all becomes unity. This act of the 
total unveiling of one's being becomes a gift of the self which borders on the 
transgression of barriers and love. I call this a total act. If the actor performs in such a 
way, he becomes a kind of provocation for the spectator. (Grotowski, 1968, p.131) 
The total act is when the performer achieves a kind of creative expression that is unimpeded by 
mental and emotional associations that prevent the flow of organic impulses. This can only be 
DFKLHYHGDFFRUGLQJWR*URWRZVNLWKURXJKWKH³DQQLKLODWLRQ´RIRQH¶VHJRZKLFKVWDQGVLQWKHZD\
of this process of organicity. This idea is similar to the Sufi concept of renunciation, in which a 
person must rid themselves of ego-driven actions and reactions to achieve a spiritual state of 
transformation. 
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)RU*URWRZVNL WKHSURFHVVRI³DQQLKLODWLRQ´ZKLFKSDUDOOHOV WKH6XIL LGHDRI renunciation, 
begins with employing a set of psycho-physical actor training exercises which are intended to 
UHPRYH WKH ³EORFNV´ RU UHVLVWDQFH WKDW QHJDWH organic responses. In a similar way, Sufis, Muslim 
P\VWLFV ZKR VWULYH IRU ³WKH HFVWDWLF H[SHULHQFH RI XQLRQ ZLWK WKH GLYLQH´ XVH specific psycho-
physical practices within their rituals to achieve spontaneous moments of illumination. (Pellegrino, 
2017, n.p.) $GGLWLRQDOO\ LQ GLVFXVVLQJ KLV H[HUFLVHV*URWRZVNL XVHV VXFKSKUDVHV DV ³DQ HOHYDWHG
spiritual stDWH´ DQG ³VSLULWXDO SURFHVV´ WR GHVFULEH WKH G\QDPLFV RI WKH LQQHU WHFKQLTXHV of his 
exercise methods. (Grotowski, 1968a, p.17) By definition, this reasoning is quite in line with ancient 
traditional ritual psycho-physical exercises for spiritual purposes. Also, as a result of this psycho-
physical process of organicity, there is a type of concentration that occurs in the performance itself 
WKDWKDVD³WUDQFH-OLNHTXDOLW\´ZKLFKLVDOVRDFHQWUDOFRPSRQHQWRI6XILSV\FKR-physical activity. 
Archetypes and myths 
Early in the development of his ideas on poor theatre and in his Laboratory Theatre 
SURGXFWLRQV *URWRZVNL GLVFRYHUHG WKH XWLOLW\ RI DUFKHW\SHV WR EXLOG ULWXDOV XSRQ ,Q *URWRZVNL¶V
words, he felt that archetypes, or myths, or whatever term in referencH WR ³WKH FROOHFWLYH
UHSUHVHQWDWLRQRUWKHSULPLWLYHWKRXJKWV´ZHUHNH\WR³>@HVWDEOLVK>LQJ@ZKDWFould be the base of 
WKH ULWXDO´ (Grotowski, 1968b, p.138). Richie reiterates the connection between archetypes and 
ULWXDOV ³7KH ULWXDO LQ RUGLQDU\ GHIinition, is the repetition of an archetypal act. It is, in itself, a 
collective convention and its re-HQDFWPHQW KDV D VRFLDO SXUSRVH´ (n.d., p.144). The Cambridge 
English Dictionary GHILQHVDUFKHW\SHDV³D W\SLFDOH[DPSOHRIVRPHWKLQJRU WKHRULJLQDOPRGHl of 
VRPHWKLQJIURPZKLFKRWKHUVDUHFRSLHG´ZKLFKFORVHO\PLUURUV*URWRZVNL¶VGHILQLWLRQLQDVPXFKDV
³FROOHFWLYH UHSUHVHQWDWLRQV´ DUH ³W\SLFDO H[DPSOH>V@´ DQG ³SULPLWLYH WKRXJKWV´ DUH ³WKH RULJLQDO
PRGHO´ 
Another term Grotowski used often was myth, defined by The Cambridge English Dictionary 
DV³DQDQFLHQWVWRU\RUVHWRIVWRULHVHVSHFLDOO\H[SODLQLQJWKHHDUO\KLVWRU\RIDJURXSRISHRSOHRU
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DERXW QDWXUDO HYHQWV DQG IDFWV´ ,Q WKH DERYH TXRWH IURP*URWRZVNL KH XVHG WKH WHUPVP\WK DQG
archetype interchangeably. Both concepts will be developed further in chapter two on specific 
ancient rituals Grotowski used in the Theatre of Productions phase. 
Post-Productions (Post-Theatre) (1969- ) 
Paratheatre (1969-1978) 
$IWHU  *URWRZVNL¶V UHVHDUFK QR ORQJHU LQYolved working on an actor-spectator 
relationship. His work took on the quality of a Sufi dervish: the performance of dance or activity not 
for the benefit of an audience, but rather the tUDQVIRUPDWLRQ RI WKH ³DFWRU´:KLOH VSHFWDWRUVPD\
enjoy watching the ritualistic or ritual-based process of psycho-physical activity, Grotowski cared 
PRUHDERXW WKH DFWRU¶V DELOLW\ WR DFFHVV what he called fundamental truths at their core. Similarly, 
Mawlana Jalal al-din Rumi (1207- WKH ZRUOG¶V SUHHPLQHQW 6XIL 0XVOLP writer of Islamic 
mystical poetry, LQWHUSUHWHGWKH4XU¶DQE\DXWKRULQJ many ghazals, or Persian poems, on the topic of 
the source of truth, which he believed exists within every individual. Through disciplined mental and 
physical activities, the Sufi and *URWRZVNL¶VDFWRU shed cerebral blocks to achieve an intuitive state 
where their actions are guided by instinct and impulse. These resemblances are not merely 
metaphorical; rather several concrete similarities are evident. 
Schechner traces the earliest appearance of Sufi aspects WR*URWRZVNL¶V3DUDWKHDWUHZRUNLQ 
the late 1970s, coinciding with the transition to his next stage, Theatre of Sources. 
During the late 1970s, Paratheatre continued to develop new aspects, even as Theatre 
of Sources was preparing to replace it. Some of the later paratheatrical events, Vigil 
(1976-77), The Mountain of Flame (1977), and Tree of People (1979), already took 
on a different tack. These were participatory events, but their focus began to shift 
IURP µPHHWLQJV¶ DQG IDFH-to-face encounters to attempting to uncover what was 
DELGLQJ DUFKHW\SDO ROG WKH µVRXUFHV¶RISHUIRUPDWLYLW\0RYHPHQWV DIILQHG WR6XIL
dancing began to appear; song and chanting augmented the movements. (Schechner, 
1996a, p.212) 
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Theatre of Sources (1976-1982) 
$IWHUKLV3DUDWKHDWUHZRUN*URWRZVNL¶VQH[WSKDVHRIUHVHDUFK7KHDWUHRI6RXUFHVIRFXVHG
on research that investigated traditional ritual techniques of various cultures. In The Cambridge 
Introduction to Theatre Directing, Christopher Innes and Maria Shevtsova name Sufism as one of the 
source techniques Grotowski looked to in his Theatre of Sources phase from 1976-82, alongside 
Shamanism, Haitian voodoo, and yogic practices such as those of the yogi-bards of Bengal, India. 
(2013, p.234) 
Ronald L. Grimes, one participant in the Theatre of Sources activities in Poland during the 
VXPPHURIZURWHDERXWKLVH[SHULHQFHVZLWK*URWRZVNL¶VDFWLYLWLHV+HDWWHVWVWKDW 
Grotowski does not encourage the importation of techniques, especially those 
imbedded in long, rich cultural traditions. Rather staff persons coming from those 
traditions are encouraged to find some new action, which is then tested for its 
shareability with others. (Grimes, 1981, p.273) 
Grotowski was interested in the discrete elements of techniques, the specific actions, which 
could be useful to and shareable with others. Therefore, scholars have to look closely to find hints of 
inspiratioQUHIOHFWHGLQ*URWRZVNL¶VZRUN. According to Grimes,  
Grotowski is not interested in imitating or syncretizing archaic disciplines but in 
ILQGLQJ VLPSOH DFWLRQV WR FDUU\ RQ WKH µZRUN ZLWK RQHVHOI¶ WKH µRSXV-SURFHVV¶
*URWRZVNLUHIHUVWRKLVSURMHFWDVDµMRXUQH\WRWKH(DVW¶EXWµ(DVW¶GRHVQRWPHDQWKDW
he intends to borrow either Asian or so-FDOOHG µSULPLWLYH¶ P\VWLFDO WHFKQLTXHV ,W
means rather that he wants to find out how any action begins. East is the direction of 
sunrise, of any culturally originative zone. (Grimes, 1981, pp.271-272) 
In speaking of the East as a metaphor, Grimes veers away from literal language, insisting that 
*URWRZVNLGLGQ¶WVHDUFKIRU WHFKQLTXHVWR³LPLWDWHRUV\QFUHWL]H´ LQVWHDGKHORRNHGWRDYDULHW\RI
sources for general inspiration. However, it appears that concrete similarities can be found between 
Grotowski¶VZRUNDQG(DVWHUn traditions (especially in Art as Vehicle). Whereas Grimes explicitly 
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GHQLHV WKDW *URWRZVNL LPLWDWHG ³DUFKDLF GLVFLSOLQHV´ LQ WKH 7KHDWUH RI 6RXUFHV SKDVH *URWRZVNL
himself named Sufi Dervishes as one example of a source in Theatre of Sources: 
Many people in the West today are speaking about some of the Sufi techniques. When 
we focus that way, it is more or less clear what exactly we are talking about. What we 
DUHVD\LQJKHUHLVWKDWWKHUHDUHµVRXUFH¶WHFKQLTXHVNQRZQLQRXUSDUWRIWKHZRUOGDV
Dervish techniques. (Grotowski, 1980, p.258) 
On the next page of the book Grotowski JRHV RQ WR OLVW RWKHU H[DPSOHV RI ³WHFKQLTXHV RI
VRXUFHV´IRXQGLQ=HQ%XGGKLVPDQGPDUWLDODUWVEXWFODULILHVWKDWKHLVRQO\LQWHUHVWHGLQWKRVHWKDW
lead to action:  
Therefore, the techniques that interest us have two aspects: first, they are dramatic, 
and second, in the human way, they are ecological. Dramatic means related to the 
organism in action, to the drive, to the organicity; we can say they are performative. 
Ecological in the human way means that they are linked to the forces of life, to what 
we can call the living world, which orientation, in the most ordinary way, we can 
describe as to be not cut off (to be not blind and not deaf) face (sic) to what is outside 
of us. And I should underline that this aspect is the same whether we are in a natural 
environment or in an indoor space. (Grotowski, 1980, p.259) 
7KH SRLQW WKDW*ULPHVPDNHV LV WR GLVFRXUDJH D VXSHUILFLDO UHDGLQJ RI *URWRZVNL¶V VRXUFH
techniques, because they were only the tools he sought, paradoxically, WR ³untrain´ his actors, in 
order to reveal the source underlying everything. Grotowski sought not only to transcend the 
confines of orthodox religions, but to transcend every extant spiritual discipline, a quality he extolled 
in real and literary characters he labeled yurodivy (also spelled yorodiviy or yurodiviy, from the 
Russian word for a ³KRO\IRRO´ ³ZKRLQRXUFXOWXUDOFRQWH[WZRXOGSUREDEO\EHMXGJHGDVDVLPSOHWRQ
RUHYHQDFUD]\SHUVRQ´>*URWRZVNLS.254]): 
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I dedicated a thread of life to contact with such persons, direct contact, and without 
hiding that it was a matter of the conquest of knowledge, and not in some 
Romanesque way, like in the beautiful novels, but through real confrontation, when an 
actual transmission is received or stolen ± as almost every true teacher is looking to be 
robbed by somebody of the next generation. (Grotowski, 1980, pp.255-256) 
Like the yurodivy characters he sought out, Grotowski refused to be confined by convention 
or culture and wanted to dig deeper. 
,Q µ7KH $UW RI WKH %HJLQQHU¶ *URWRZVNL >«@ VNHWFKHV >KLV@ XQGHUVWDQGLQJ RI WKH
SURFHVV RI UHDFKLQJ EHORZ WKH µWHFKQLTXHV RI VRXUFHV¶ - that is, spiritual disciplines 
such as zazen, yoga, Sufi dancing or shamanic healing - WR WKH µVRXUFHV RI WKH
WHFKQLTXHVRIVRXUFHV¶%\IDFLOLWDWLQJDQLQWHUDFWLRQDPRQJUHSUHVHQWDWLYHVRIROGDQG
young culture, he aims to incubate a sensibility nourished at the well from which 
springs meditation, celebration, and healing. He is searching for an original, 
precultural sense of beginning. This source or beginning is present here and now, not 
hidden away in some primitive culture. It is no lost golden age but is a capacity for a 
perpetual sense of discovery. (Grimes, 1981, pp.271-272) 
In other ZRUGV *URWRZVNL ZDV LQ VHDUFK RI WKH 6RXUFH FDSLWDO ³6´ RI VRXUFHV $Q\
resemblance between his Theatre of Sources techniques and the cultural and spiritual disciplines he 
JDWKHUHGLQVSLUDWLRQIURPZHUHSHUKDSVFRLQFLGHQWDODV*URWRZVNL¶VDFWRUWUDLQLng techniques were 
the unadulterated, pure forms of self-discipline, not those spiritual practices coloured by culture. 
Grotowski admitted plainly that his goal was to find the Source. He did not think that any 
culture held this fundamental truth in its pure original form, therefore he gathered source techniques 
from all of them, or those, mainly Eastern ones, that most closely resembled the Source. The fact that 
so many RI*URWRZVNL¶VKDQG-picked techniques reproduce or approximate Sufi rituals indicates that 
Sufism held a special significance for Grotowski. 
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 7R SXW *ULPHV¶ GLVWLQFWLRQ LQWR SUDFWLFDO WHUPV KH ZULWHV RI KLV ILUVW-hand encounter with 
actions he participated in during the Theatre of Sources, in the summer of 1980 in Poland. One such 
activity involved whirling, but a kind qualitatively different from that employed by the Sufi 
dervishes:  
Whirling was another of the actions. We whirled at a crossroads in the forest. Some 
fell, some vomited, some got up again. We whirled in one spot. We whirled while 
running in the woods. Sometimes we whirled in one direction; at other times we 
alternated directions. We had to attend to both centrifugal and centripetal forces while 
whirling and running in a group. Clinging with one's eyes or attention had disastrous 
consequences. The whirling was not of the formal Sufi kind. It was more extroverted, 
rougher, exploratory. (Grimes, 1981, p.273) 
7KLVH[DPSOHLOOXVWUDWHVKRZ*URWRZVNLXUJHGKLVSDUWLFLSDQWVWR³SXWWKHLURZQVSLQ´RQWKH
techniques they drew from. So tKHLUZKLUOLQJZDV OHVV UHILQHG WKDQ WKH³IRUPDO6XILNLQG´$JDLQ
Grotowski was such a yurodivy WKDWKHGLVVHFWHGUHDUUDQJHGDQGDGMXVWHGHYHQWKHQRQFRQIRUPLVWV¶
traditions. Sufis were not rebellious enough for Grotowski, the ultimate yurodivy, the biggest rebel of 
all of them. At the same time, Grotowski was sensible enough to know not to start from scratch or 
reinvent the wheel, which is why he knew to look for and study certain traditions that held facsimile 
remnants of the original Source. 
Objective Drama (1983-1986) 
In his next phase of research, Objective Drama, Grotowski continued to explore elements of 
ancient rituals that, like his Theatre of Sources work, brought together people from multiple cultures 
who were experts in traditional forms of dancing, singing, and rhythmic movements. Grotowski 
sought to investigate how certain elements from each of these ancient practices, within a 
performance structure, could affect the internal energy of participants. The Objective Drama Project 
ZDV ³D WUDQVLWLonal project, a practical passageway between the Theatre of Sources and Art as a 
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YHKLFOH´ wherein Grotowski recruited Traditional Practitioners and Technical Specialists from 
different countries (e.g., Bali, Korea, China, Colombia, Haiti, Japan, Poland, and the U.S.) to train 
practitioners in various elements of ritual arts (e.g., Voodoo songs and dances, Buddhist meditation, 
Karate, and Sufi Mevelvi practices). (Grotowski.net, 2012f, n.p.)  
Grotowski started his Objective Drama work while a visiting professor at Columbia 
University but the main seat of the Objective Drama program was at the University of California at 
Irvine (UCI), which offered him a full professorship (1983-84 and 1984-85, and several more 
summers) and substantial UHVRXUFHV LQFOXGLQJ ³H[clusive access to a building that was prepared 
according to his instructions on the edge of the campus together with a specially-constructed wooden 
\XUW´ (Grotowski.net, 2012f, n.p.). According to I Wayan Lendra, one of the technical specialists on 
Objective Drama³7KHSURMHFWWRRNSODFH>@LQDQLVRODWHGDUHDRIUROOLQJKLOOVSRSXODWHGRQO\ZLWK
horses, cattle, and field rabbits [...] The hills behind our studios were as much a part of the workspace 
as the buildings, and much of our group work took plaFHRXWGRRUV´ (Lendra, 1991, p.313). 
$IWHU PRYLQJ WR ,WDO\ LQ  *URWRZVNL ³YLVLWHG &DOLIRUQLD MXVW RQFH D \HDU XVXDOO\ LQ
0D\LQRUGHUWRDGYLVHKLVDVVLVWDQWVRQWKHLUDFWLYLWLHV´ (Grotowski.net, 2012f, n.p.). Lisa Wolford 
witnessed several of these DFWLYLWLHV DW*URWRZVNL¶V8QLYHUVLW\ RI&DOLIRUQLD DW ,UYLQHZRUN VSDFH
during the Objective Drama phase. In one example she writes,  
Certain ancient songs were explored simultaneously by different participants (in one 
example, an American man working with a Gregorian chant juxtaposed his memory 
action to that of an Iranian working with a Sufi song). In such instances, participants 
not only tried to work in such a way that they did not disturb one another, but to arrive 
to some sort of harmony between them. (Wolford, 1997a, p.287) 
Among the various collaborators in this phase of research, Iranian director and actor Massoud 
6DLGSRXU FRQWULEXWHG DQ H[WHQVLYH DPRXQW RI ZRUN WR *URWRZVNL¶V 2EMHFWLYH 'UDPD SURMHFW
Saidpour, an expert in Persian music and mysticDO ZULWLQJV ZRUNHG RQ WKH ³DGDSWDWLRQ DQG
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SHUIRUPDQFH RI WUDGLWLRQDO 6XIL WH[WV´ WKURXJKRXW PXFK RI WKH 2EMHFWLYH 'UDPD UHVHDUFK SHULRG
(Wolford, 1996c, p.168) 
(TXDOO\LPSRUWDQWWR6XILVP¶VSUHVHQFHLQWKH2EMHFWLYH'UDPDUHVHDUFKWKHUHDUHDVSHFLILF
set of physical exercises which he began to develop earlier in Theatre of Sources (Wolford, 1997a, 
p.287), that both practically and theoretically parallel the Sufi-inspired spiritualist G. I. *XUGMLHII¶V
work, and which also resemble Balinese dance as we will see in chapter two: Ancient Traditional 
Ritual and Thought. In the case of the former*URWRZVNL¶V0RWLRQVH[HUFLVHVDUHFKDUDFWHULVWLFDOO\
VLPLODU LQ IRUP DQG LQWHQW WR WKRVH RI *XUGMLHII¶V 0RYHPHQWs. The theoretical foundations for 
*URWRZVNL¶VXVHRI Motions, such as the notion of developing an exercise routine that would allow 
RQH WRDFWDQGUHDFW LQDPRUHVSRQWDQHRXVPDQQHU LVFORVHO\DOLJQHGZLWK*XUGMLHII¶V LGHDRI WKH
³VOHHS´ YV ³ZDNLQJ´ VWDWHV RI FRQVFLRXVQHVV These concepts and parallels will be discussed in 
greater depth in later chapters, in particular the final one on Gurdjieff. 
Art as Vehicle (1986- ) 
In 1986 Grotowski moved to Pontedera, Italy, and established the Workcenter of Jerzy 
Grotowski, which he renamed the Workcenter of Jerzy Grotowski and Thomas Richards in 1996. 
Thus began his final phase of research, Art as Vehicle, which was briefly known early on as the 
Ritual Arts period and which has continued after his death in 1999 under the supervision of Thomas 
Richards. (Grotowski.net, 2012g) This phase of work coincided with activities at the Workcenter of 
Pontedera, Italy, but has only involved that ³ZRUNZKLFKGLUHFWO\GHDOVZLWK WKHSURFHVVRIHQHUJ\
WUDQVIRUPDWLRQ IURP µKHDY\ EXW RUJDQLF HQHUJLHV OLQNHG WR WKH IRUFHV RI OLIH WR instincts, to 
sensuality) [...] to a level of energy more subtle¶´*URWRZVNLin Wolford, 1997b, p.368). 
Having previously discovered the wisdom of the ritual arts, he employed time-tested 
techniques of music, dance, and chanting to achieve the transformation of the inner mind and the 
outer body during Art as Vehicle. He found that listening to vibratory ritual songs allows the 
performer to move with a fluid tempo-rhythm. 5LFKDUGV GHVFULEHV VRQJV DV ³WRROV for the human 
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being to make a work on himself. They can become tools that help the organism in a process of what 
we can call a transformation of energy´ (Richards, 1996, p.436). With extreme precision, participants 
develop mastery of the details of the songs, including: 
[...] the melodies, the tempo-rhythms, the sonic vibrations, [...] the syllables of the 
words precisely, their pronunciation. To be able to sing in tune [...] then we look for 
them to discover what the song can do to them as they sing, and of course, after, there 
is the whole question of developing the performing structure, the line of actions, the 
elements of acting. (Richards, 1996, p.445) 
While Richards emphasises the use of songs for ³LQQHU DFWLRQ´ and energy transformation, 
other tools of Art as Vehicle work include precise chanting and physical movements. Chanting, or 
repeating traditional mantras or chants with emphasis on certain sounds, prepares the performer to 
undertake corresponding physical actions, as those certain sounds have a special quality that guides 
WKH ERG\¶VPRYHPHQWV WKLUOLQJ DV WKH'HUYLVKHV GR SURGXFHV SUHFLVH LPSXOVHV WKDW JXLGH RQH¶V
movements. (Richards, 2008, p.9) Grotowski also took inspiration from the Bauls of Bengal, India, 
who practisHG³DNLQGRI\RJD´DQGXVHG 
[...] songs, [and] they made a work on themsHOYHVUHODWHGWRVRPHWKLQJµLQQHU¶>@ the 
Bauls would do something that was like performing, but it's not just that they were 
doing theatre - they did have some precise doings with these songs, some way of 
behavior with these songs, which was artistically on a high level - but what they were 
GRLQJ UHDOO\ ZDV UHODWHG WR WKH ZRUN ZLWK WKHLU WHDFKHU WR WKLV VRPHWKLQJ µLQQHU¶
(Richards, 1996, p.447) 
The example of the Bauls illustrates the inextricable link between auditory, vocal, and physical 
components of the exercises conducted at the Workcenter, with the intended result of a change to 
RQH¶V³VRPHWKLQJµLQQHU¶´ 
Wolford quotes GrRWRZVNL¶VGHILQLWLRQRI$UWDV9ehicle as work which 
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>@IRFXVHVRQµDFWLRQVUHODWHGWRYHU\DQFLHQWVRQJVZKLFKWUDGLWLRQDlly served ritual 
purposes, and so can have a direct impact on - so to say - the head, the heart and the 
body of the doers, songs which can allow the passage from a vital energy to a more 
VXEWOHRQH¶:ROIRUGES 
Also in her chapter titled ³,QWURGXFWLRQ$UWDVYHKLFOH´ LQThe Grotowski Sourcebook, she tells us 
that Grotowski set up Art as Vehicle as a concept on the other extreme end of a continuum ³FKDLQ´ 
in contrast to Art as presentation. (1997b, p.368) In another text, she clarifies that, while these are 
quite standardized and communal activities, the internal work is personalized to the individual 
undergoing the energy transformation. (1996c, p.144) Through the use of ritual arts, Grotowski 
sought to develop a system of strategic and repeatable actions, not improvised ones, which could be 
used to achieve a state of performance, action or doing, with the purpose of rediscovering an 
essential truth. 
In a time of challenge appears the rhythmization of human impulses. Ritual is a time 
of great intensity; provoked intensity; life then becomes rhythm. Performer knows to 
link body impulses to the song. (The stream of life should be articulated in forms.) 
The witnesses then enter into states of intensity because, so to say, they feel presence. 
And this is thanks to Performer, who is a bridge between the witness and this 
something. In this sense, Performer is pontifex, maker of bridges. 
Essence: etymologically, it's a question of being, of be-ing. Essence interests me 
because nothing in it is sociological. It is what you did not receive from others, what 
did not come from outside, what is not learned. [...]  
That is a phenomenon of reminiscence, as if you recall Performer of the primal ritual. 
Each time I discover something, I have the feeling it is what I recall. Discoveries are 
behind us and we must journey back to reach them. With the breakthrough - as in the 
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return of an exile - can one touch something which is no longer linked to beginnings 
but - if I dare say - to the beginning? I believe so. (Grotowski, 1988, pp.377-379) 
Here Grotowski articulates a search for a profound truth or essence, which he ties to the active verb 
³be-ing´, denoting action, and he references ³WKH SULPDO ULWXDO´ as a means of reminiscence, 
discovering what was forgotten through actions. As I describe later in chapters, this resembles a 
major concept in Sufism, wherein LW¶VEHOLHYHGWKDWDOOWUXWKOLHVZLWKLn each person, as we see in the 
quote by Rumi: ³(YHU\WKLQJ LQ WKH8QLYHUVH LVZLWKLQ \RX$VN DOO IURP \RXUVHOI´ (Heath, 2013, 
p.171). (YHQPDLQVWUHDP,VODP¶VODEHOLQJRI³UHYHUWV´DVRSSRVHGWR³FRQYHUWV´WR,VODPUHIOHFWVWKLV 
concept RI³UHPLQLVFHQFH´ in the above quote by Grotowski. Muslims believe that every human is 
born as a Muslim, and so people who were raised in other religions and ³FRPHEDFNWR´WKHRQHWUXH
UHOLJLRQ ,VODP VKRXOG EH FDOOHG ³UHYHUWV´ QRW ³FRQYHUWV´ WR HPSKDVL]H WKLV UHGLVFRYHU\ RI WKHLU
original state. (Knight, 2013, p.83) *URWRZVNL¶VQRWLRQRI³UHPLQLVFHQFH´LQ WKHDERYHEORFNTXRWH
also indicates the Sufi and Islamic QRWLRQ RI UHGLVFRYHU\ RI DQG UHWXUQ WR RQH¶V RULJLQDO VWDWH RU
essence. 
As an introduction and review of the literature, giving a brief overview of the five phases of 
*URWRZVNL¶V ZRUN , KDYH EHJXQ WR LQWURGXFH chronologically the aspects of his work that most 
closely resemble elements of Sufism. First, his Theatre of Productions work resembled elements of 
Sufism ZLWK LWV HPSKDVLV RQ D FRPPXQDO H[SHULHQFH ZLWK DQ ³LQGLVSHQVLEOH UROH´ DVVLJQHG WR
spectators; the development of actorV¶VHHPLQJO\H[WUHPH³µSV\FKRDQDO\WLF¶´DQGSK\VLFDOPHDVXUHV
and the eliminatLRQRI³EORFNV´WR³RUJDQLFLW\´ DNLQWRWKH6XIL¶V³DQQLKLODWLRQ´RIWKHHJR. Then, we 
VDZ KLV 3DUDWKHDWUH VWDJH ZLWK LWV HPSKDVLV RQ WKH WUDQVIRUPDWLRQ RI WKH ³DFWRUGRHU´ WKURugh 
FRQWLQXHGZRUNRQVKHGGLQJRI³EORFNV´WRDFKLHYHWKH³WRWDODFW´DQGZLWKWKHXVHRI³0RYHPHQWV
DIILQHGWR6XILGDQFLQJ´ (Schechner, 1996a, p.212). In Theatre of Sources, more clearly identifiable 
Sufi techniques began to appear. Objective Drama saw the incorporation of ancient practices with 
VSHFLDOLVWWUDLQHUVLQFOXGLQJ0DVVRXG6DLGSRXUZKRZRUNHGRQWKH³DGDSWDWLRQDQGSHUIRUPDQFHRI
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WUDGLWLRQDO 6XIL WH[WV´ :ROIRUG F S DQG WKH DSSHDUDQFH RI 6XIL-inspired Gurdjievian 
elements. Finally, we saw the ongoing work Grotowski initiated in Art as Vehicle to find the essence 
within the actor/doer, using verticality and transformation of energy from coarse to fine forms. This 
chronological intrRGXFWLRQWR*URWRZVNL¶VZRUNVKRZVDGHHSHQLQJDSSURDch to actor training, from 
early efforts to involve and impact audience members through experimentation with the actor-
spectator relationship, to a later focus exclusively on the actor using ancient ritual arts, including Sufi 
practices. 
List of Key Concepts in the Discussion on the Parallels between Sufism and Grotowski 
 Naming the units of analysis in this undertaking will be useful in clarifying the research 
question and key topics amidst the expansive body of knowledge and numerous other subjects that 
oYHUODSDQ\FRPSUHKHQVLYHVWXG\RI*URWRZVNL¶VOLIHDQGUHVHDUFK%HORZ,ZLOOEULHIO\VXPPDUL]H
the specific concepts I address in this thesis LQFOXGLQJ*XUGMLHII9HUWLFDOLW\7UDQFH³RUJDQLFLW\´
³LQQHUDFWLRQ´³VSRQWDQHRXVLPSXOVHV´9RFDOLVDWLRQ'ance; Music/traditional songs; and Mantra. 
Gurdjieff 
 The Armenian spiritualist G. I. Gurdjieff was a Sufi-inspired mystic who revived ancient 
philosophies and teachings of the East and West, and who found followers in many 20th century 
Western artists and writers. Schechner writes that *XUGMLHIIZDV³DVSLULWXDO OHDGHU*URWRZVNLVD\V
ZDV RQO\ µVRPHZKDW LPSRUWDQW¶ WR KLP EXW LQ ZKRVH OLIH DQG SUDFWLFHV , ILQG PDQ\ FRPSHOOLQJ
parallels´ (Schechner, 1996b, p.471). Several comparisons and links have been presented by Richard 
Schechner and Michel de Salzmann to explain the resemblances between Grotowski and Gurdjieff, 
LQFOXGLQJHYLGHQFHWRVXJJHVWWKDW*URWRZVNLKDGUHDGDGDSWHGDQGDGRSWHG*XUGMLHII¶VZRUNV)RU
example, Gurdjieff and Grotowski both saw sacred dance and movement as central to the 
transmission of oral tradition, and they both maintained tight-knit inner circles with whom they 
employed techniques such as utterances, songs, and intimate encounters. They also went to many of 
the same places, incluGLQJ ³LQWHULRU FHQWUDO$VLD&KLQD ,QGLD 7LEHW ± threading the ancient silk-
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route into areas where Sufis danced, where Buddhism, Lamaism, Hinduism, and Islam feed each 
RWKHU´ (Schechner, 1996b, pp.478-479). 
Grotowski and Gurdjieff both believed that intense physical and mental exertion was 
QHFHVVDU\ WR XQORFN RQH¶V LQQHU LPSXOVHV DQG HQDEOH VSLULWXDO WUDQVIRUPDWLRQ D FRQFHSW IRXQG LQ
*URWRZVNL¶V ³ULJLGO\ VWUXFWXUHG´ 0RWLRQV (Wolford, 1996c, p.44; also see Richards, 2008) and 
plastiques exercises, GurdjieII¶V0RYHPHQWV6ORZLDNDQG&XHVWDDQG6XILVP¶Vjihad (effort 
toward achieving spiritual union with God) (Nasr, 1972). For Gurdjieff, spiritual transformation 
occurs when one ascends a ladder, starting at a low, coarse, dense energy level and rising to a high, 
fine, and light energy. (Needleman, 1996; Nascimento, 2008) 
TrLDQJXODWLQJ 6XILVPZLWK ³ERWK *V´ LQ 6FKHFKQHU¶V ZRUGV (1996b, p.479), reveals some 
striking similarities. We find in the triad of Sufism, Gurdjieff and Grotowski, very similar concepts 
albeit with different labels, namely with respect to the concepts of verticality, trance, vocalisation, 
dance, music, and mantra. For Gurdjieff, we know the arrow in our triangle points directly from 
Sufism; but to diagram the influences on Grotowski, sometimes the arrow comes directly from 
Sufism, and at other times it comes through his direct or indirect connections to Gurdjieff. In chapter 
ILYH WLWOHG ³*URWRZVNL DQG *XUGMLHII´ , GLVFXVV WKH VWURQJ HYLGHQFH IURPPXOWLSOH VRXUFHV (e.g., 
Brook, Michel de Salzmann, Flaszen, Khetaguri, Schechner, and Wolford) that say he was 
LQIOXHQFHGE\*XUGMLHII¶s ideas either directly or indirectly through close collaborators such as Peter 
Brook, Eugenio Barba, and dance teacher Jeanne de Salzmann, as early as his Theatre of Productions 
work. The parallels among Sufism, Gurdjieff, and Grotowski are so striking that I devote that entire 
chapter to this topic at the end of my thesis, just after an entire chapter on Sufism which describes the 
root doctrines and practicHVIURP6XILVPWKDWDUHUHIOHFWHGLQ*XUGMLHII¶VDQG*URWRZVNL¶VZRUNV. In 
other words, just as other writers have established strong parallels between the Sufi-inspired mystic, 
Gurdjieff, and Grotowski, my discussion of the Sufi influences on Grotowski would be incomplete 
without XQGHUVWDQGLQJ6XILVP¶VSURPLQHQWUROHLQWKHZRUNVRI³ERWK*V´6FKHFKQHUES
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because as I explain in chapter five, *XUGMLHII¶V ZRUN was a conduit for the Sufism-Grotowski 
connection.  
Transformation 
The concept of transformation (also self-transformation or energy transformation) is of 
particular importance in Sufism and other esoteric traditions explored by Grotowski and Gurdjieff. 
Ludwik Flaszen connects *URWRZVNL¶V FRQFHSW RI UH-birth and self-transformation to Gurdjieff. 
(2007) Thomas Richards writes RI*URWRZVNL¶V XVH RI DQFLHQW ULWXDOLVWLF VRQJV for their ability to 
LQLWLDWH DQ ³LQWHULRU SURFHVV RI HQHUJ\ WUDQVIRUPDWLRQ´ WR HOHYDWH SHUIRUPDQFH FUDIW  Lisa 
Wolford relates WKDW*URWRZVNL¶V central aim of the Art as VHKLFOHSKDVHZDVWRZRUNRQ³WKHSURFHVV
RIHQHUJ\WUDQVIRUPDWLRQIURPµKHDY\EXWRUJDQLFHQHUJLHV>«@WRDOHYHORIHQHUJ\PRUH VXEWOH¶´
DQG WKDWKHXVHG ULWXDO VRQJV WR WUDQVIRUP³WKHERG\ WKHKHDUWDQG WKHKHDGRI WKHGRHUV´ (1996e, 
p.17 and p.139). *URWRZVNL¶V IRFXV RQ DFWRU GHYHORSPHQW LQ KLV SRVW-production phases involved 
WUDLQLQJWKDWZRXOGHQDEOHKLVSUDFWLWLRQHUVRUGRHUVWRDFKLHYH³YHUWLFDOLW\´DQG³RUJDQLFLW\´WKURXJK
a process of transformation/self-transformation/energy transformation. 
Verticality 
Grotowski identified his work on Art as Vehicle as those activities that work to convert the 
GRHU¶VHQHUJ\IURPDJURXQGHGKHDY\FRDUVHRUJDQLFIRUPWRDKLJKHUPRUHVXEWOHUHILQHGHQHUJ\
(Wolford, 1996c, pp.16-17) Brook and Richards ZULWHWKDWWKHGRHU¶VKHDY\HQHUJ\RULJLQDWHVLQWKH
ERG\¶V ³YLWDO SRRO´ DQG LW DVFHQGV XSZDUGV FKDQJLQJ LQWR D OLJKWHU OXPLQRXV IRUP RI HQHUJ\
³WRXFKLQJVRPHWKLQJ>@DERYHWKHSK\VLFDOIUDPH´ (Richards, 2008, p.8). ³9HUWLFDOLW\´WKURXJKWKH
transformation of energy in RQH¶V inner core, allows the doer to achieve a spontaneous flow of 
DFWLRQV DQG UHDFWLRQV*XUGMLHII¶V WDNH RQ YHUWLFDOLW\ LV YHU\ VLPLODU DV KH DOVR VSRNH LQ WHUPV RI
ascending a ladder. In Sufism, a similar thing happens when the Sufi goes up to meet God, travelling 
up seven levels of Heaven to find Him. 
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7UDQFH³RUJDQLFLW\´³LQQHUDFWLRQ´³VSRQWDQHRXVLPSXOVHV´ ³SV\FKR-
SK\VLFDOSV\FKRHQHUJHWLF´ 
7KURXJKZKDW3HWHU%URRNWHUPHG³LQQHUDFWLRQ´Brook, 2009, p.13), part of the experience 
of Main Action is that the ³doer´ achieves organicity whereby his or her bodily movements are 
GLUHFWHGE\DQLQQHUIORZD³VWUHDPRILPSXOVHV´LQVWHDGRIWKHPLQG5LFKDUGVSS-5) This 
experience of the inner flow of impulses which direct WKHERG\KDVDOVREHHQUHSRUWHGE\³GRHUV´OLNH
7KRPDV5LFKDUGV³ZLWQHVVHV´OLNH/LVD:ROIRUGFDQGVFKRODUVOLNH.XPLHJD
LQGLYLGXDOVZKRSDLQWDSLFWXUHRI³LQQHUDFWLRQ´%URRNSDVEHLQJDW\SHRIWUDQFH-like 
state wherein free-IORZLQJ PRYHPHQWV ³VSRQWDQHRXV LPSXOVHV´ RYHUWDNH LQWHQWLRQDO PRYHPHQWV
(Grotowski in Slowiak and Cuesta, 2007, p.92) The Cambridge Dictionary GHILQHV WUDQFH DV ³D
temporary mental condition in which someone is not completely conscious of and/or not in control of 
KLPVHOIRUKHUVHOI´ ,QGHHGWKHH[SHULHQFHVGHVFULEHGLQ³LQQHUDFWLRQ´FDQEHFRQVLGHUHGDWUDQFH-
like state, as the individuals reported they were completely focused on the one action, in an 
experience tKDW *URWRZVNL WHUPHG ³VSRQWDQHRXV LPSXOVHV´ The Plastiques and the corporeals 
exercises are all intended to remove physical and PHQWDO³EORFNV´such as self-consciousness, ego, 
and concern for self-image, WKDWGRQ¶WDOORZIRUVSRQWDQHRXV impulses. (See Towards a Poor Theatre 
for GrotoZVNL¶VGLVFXVVLRQRI WUDLQLQJH[HUFLVHV WR UHPRYHPHQWDOEORFNV *URWRZVNL¶VFRQFHSWRI
trance is defined as a state of complete concentration, with complete focus on a specific objective. 
These concepts also relate to via negativa, the process of removing blocks to achieve organicity. 
Vocalisation 
 6XILVSURPRWHWKHYHUEDODXGLEOHLQYRFDWLRQRI*RG¶V ninety-nine (99) Arabic names aloud. 
Only those who have practised the longest and attained the closest connection to God should invoke 
his names silently. 7KH\ UHFRJQL]H WKDW WKH VSRNHQ YRLFH KDV D JUHDW LPSDFW RQ RQH¶V IRFXV DQG
concentration, whereas silence allows the mind more freedom to wander. Furthermore, Sufi disciples 
or congregants are considered weaker than their well-trained spiritual leaders in terms of resisting the 
GHYLO¶VLQIOXHQFHV therefore they require a stronger, more overt, audible approach than their sheikhs, 
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who are freer to take a quieter, subtle approach to worship as they are better-trained in concentrating 
and focusing their attention.  
6LPLODUO\ *URWRZVNL¶V WUDLQLQJ PHWKRGV HPSOR\HG YRFDO WHFKQLTXHV WKDW KHOS IRFXV WKH
SUDFWLWLRQHU¶VDWWHQWLRQ+HXVHGWKHYRFDOresonance of vibratory sounds and ancient songs to impact 
WKH GRHU¶V ³WHPSR-UK\WKP´ LQ WKHLUPLQG DQG ERG\ GXULQJ DQ DFWion.  (Wolford, 1996c; Richards, 
2008; Brook, 2008) 
Dance 
Although some Sufi orders, such as the al-Kadiriahs, do not believe that music and dancing 
are permissible, for they evoke emotions in the practitioners, most Sufis do employ music and dance 
in their worship practices, though some do define which body movements are allowed and which are 
forbidden. The most famous of the Sufi dances, the whirling of the Sufi Dervishes, was incorporated 
by both Grotowski, as mentioned previously, and Gurdjieff, who wrote a musical titled The Struggle 
of the Magicians, which used whirling sacred dance movements to represent the orbiting of the 
planets. (Ouspensky, 1949, p.24 of 396) Other clear examples of dervish ritual movements and 
movements from the Muslim prayer are IRXQGLQVHYHUDORI*XUGMLHII¶VZRUNV/HIRUW0RRUH
1994; Shirley, 2004) 
Music/traditional songs 
Traditional vibratory ritual songs were a corQHUVWRQHRI*URWRZVNL¶V$UWDV9ehicle research. 
7KH\ZHUHRQHRI WKH ³FRQFUHWH WHFKQLTXHV´KH HPSOR\HG to achieve the transformation of energy 
from the lower, coarser form to the higher, more refined form. (Wolford, 1996c, p.7) Grotowski 
VRXJKWVRQJVZLWKD³YLEUDWRU\´TXDOLW\LQSDUWLFXODUWUDGLWLRQDO$IUR-&DULEEHDQVRQJVZKRVH³VRQLF
YLEUDWLRQV´SURGXFH LQWHUQDOL]HGUHDFWLRQVZKHQWKH³V\OODEOHVDQGWKHPHORG\RIWKHVHVRQJVEHJLQ
to touch and activate [...@HQHUJ\VHDWVLQWKHRUJDQLVP´ (Richards, 2008, p.6). 
Additional to the Afro-Caribbean songs DQG GDQFHV *URWRZVNL¶V $UW DV 9ehicle research 
included songs and performances of the Bauls in West Bengal, India, a group with a strong 
FRQQHFWLRQ WR 6XIL SUDFWLFHV DQG OLWHUDWXUH IURP WKH ¶V ZLWK WKH DUULYDO RI 7XUNLVK-speaking 
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immigrants. (Eaton, 1993; Mamoon, 2008) Baul songs contain Sufi words and motifs, such as the 
³FDJHG ELUG´ IHDWXUHG H[WHQVLYHO\ LQ WKH SRHWU\ RI -DODOXGGLQ 5XPL WKH 3HUVLDQ 6XIL SRHW
(Bhattacharyya, Douglas, and Slinger, 1993, p.390DQ\RIWKH%DXOV¶VSLULWXDOSUDFWLFHVDOVROLNHO\
FDPH GLUHFWO\ IURP WKH 6XILV LQFOXGLQJ ³the chDQWLQJ RI *RG¶V QDPH DQG +is praises, known as 
VDPD´³WKHSUDFWLFHRIGKLNUor remembrance (of God), often accompanied by intoxicating whirling 
ritual dances [...] and musical composiWLRQVHVSHFLDOO\WKHPHORGLHV´ (Bhattacharyya, Douglas, and 
Slinger, 1993, p.41). Therefore the Baul influence on Grotowski was another conduit for Sufi 
melodies, movements, and practices to enter his work. Importantly, the rhythmic movements and 
vibratory songs are psycho-energetic elements that produce a tajaly (trance) leading to wajdan 
(ecstasy), features common to both Baul and Sufi rituals.  
Gurdjieff DOVRUHOLHGRQPXVLFSUHIHUULQJRIWHQ³UHDO(DVWHUQPXVLF´EXWDVZHOODV$PHULFDQ
Indian music and Armenian music, he composed operas based on these. (Petsche, 2015, p.28) His 
Sufi Islamic-LQVSLUHG FRPSRVLWLRQV DQGPXVLFDOV LQFOXGH ³6DFUHG UHDGLQJV IURP WKH.RUDQ´ ³7KH
Bokharian Dervish Hadjii-Asvatz-7URRY´DQG³6D\\LG1R´ZKRVHWLWOHVJLYHFOHDULQGLFDWLRQVRI
Sufi elements in his work. (Challenger, 2002, p.13) Thomas Alexandrovich de Hartmann (1885-
1956) was a Russian composer who transcribed and co-ZURWH PXFK RI WKH PXVLF LQ *XUGMLHII¶V
PRYHPHQWV H[HUFLVHV ZKLOH D SURPLQHQW VWXGHQW DW *XUGMLHII¶V ,QVWLWXWH IRU WKH +DUPRQLRXV
'HYHORSPHQW RI 0DQ LQFOXGLQJ ³5LWXDOV RI D 6XIL 2UGHU´ 0XVLF ZDV VR FHQWUDO WR *XUGMLHII¶V
system that he developed an enneagram ± a nine-pointed geometric figure within a circle, with one 
octave assigned to each point ± representing everything from the various pitches in a musical scale to 
WKH YLEUDWLRQV ZKLFK FRPSRVH WKH XQLYHUVH DQG D FRUUHVSRQGLQJ ³ODZ RI RFWDYHV´ EDVHG RQ WKH
Naqshbandi Sufi Dervishes. (Challenger, 2002; Shirley, 2004; Ouspensky, 1949) 
Mantra 
Wolford acknowledges the function of mantra in producing psycho-physical results in the 
GRHUE\FKDQJLQJ³WKH WHPSR-UK\WKPRI WKHPLQG´ VRPHWLPHVVWLPXODWLQJDWRWKHU times bringing 
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calm. (1996, pp.205-*URWRZVNL UHFRJQL]HG WKH EHQHILW RI HPSOR\LQJ WUDGLWLRQDO ULWXDO VRQJV¶
vibratory traits to solicit specific internalized reacWLRQV ³LQQHU DFWLRQV´ EULQJLQJ DERXW
transformation whether or not one understands the words. (Wolford, 1996c, p.208) We find examples 
of mantras in Sufism, too, whose dhikr ³UHPHPEUDQFH´ DQG sama (elaborate dhikr ceremonies) 




In the arts and humanities, there is often a secular-religious dichotomy that relies on the 
assumption that humanistic endeavours are purely human works, which produces a corresponding 
rejection of anything to do with religion. Indeed, Wolford articulates a reticence among researchers 
and academics in the study of performing arts to use religious terminology. 
In my doctoral dissertation (1996), I referred to Art as vehicle as a form of embodied 
prayer, citing as analogues traditions such as Mevlevi dervish dancing, in which a 
codified artistic form becomes the visible container for an intention directed 
elsewhere. Given the volatility of religious terminology and the anxieties to which it 
JLYHV ULVH DOORZPH WR LQVWHDG SURSRVH µG\QDPLFPHGLWDWLRQ¶ DV D KRSHIXOO\ OHVV
fraught articulation of the Workcenter's exploration of alternative potentialities of 
performing arts. (Wolford Wylam, 2008, p.136) 
Even scholarly writing is susceptible to the restraints of semantics, which demands the 
DGDSWDWLRQRI ODQJXDJH WRUHVSRQG WR WKH³DQ[LHWLHV´RI WKHDXGLHQFHZKLFK LQFOXGHVPDQ\UHDGHUV
who have a visceral reaction to the connotations of religious terms; therefore we are left with 
subjective language and the most palatable terms based on the prevailing status quo at the time of the 
writing. This then perhaps explains why a review of the literature reveals only sporadic references to 
6XILLQIOXHQFHRQ*URWRZVNL¶VSUDFWLFH 
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A closer investigation RIWKHUHVHDUFKRQ*URWRZVNL¶VZRUNUHYHDOVDPRUHSURPLQHQWUROHRI
Sufi and dervish practices than others have shown. As a consequence of this avoidance of religious 
terminology, perhaps only partial credit has been given to the actual impact of Sufi traditions on 
*URWRZVNL¶V SUDFWLFH $ UHYLHZ RI WKH UHVHDUFK VKRZV IHZ GLUHFW UHIHUHQFHV WR *URWRZVNL¶V
HQFRXQWHUV ZLWK 6XIL SUDFWLWLRQHUV GHVSLWH WKH ORQJ OLVW RI FRPPRQDOLWLHV EHWZHHQ *URWRZVNL¶V
practices and Sufi traditions. 
In a series of intervieZVZLWK0LFKHOGH6DO]PDQQ WLWOHG ³$.LQGRI9ROFDQR´*URWRZVNL
VSRNH RI KLV QHHG WR ³GHYHORS D QHZ WHUPLQRORJ\´ IRU KLVZRUN RQ DQFLHQW VRQJV EHFDXVH RI KLV
UHOXFWDQFH WR ³YHUEDOL]H´ WKLV IOXLGZRUN VR LQ DQ DFW WR DYRLG ³IUHH]LQJ ODQJXDJH´KH FUHDWHG an 
³µLQWHQWLRQDO¶ ODQJXDJH´ (Grotowski, 1991, p.3). Getting Grotowski to pinpoint his influences was 
difficult in part because of his caution not to limit or reduce his work to narrow terminology, 
methods, or a belief system. 
Grotowski knows that different cultures, at different periods, have different terms for 
the same system. He finds analogous theories and practices of the upward and 
downward flow of energy in Gurdjieff, in the theory of chakras, in India, China, and 
(XURSH6WLOOKH UHVLVWV µQDPLQJ¶ Ueducing to discourse. (Schechner, 1996b, pp.482-
483) 
While we bear in mind that writers avoid using UHOLJLRXV WHUPLQRORJ\ IRU WKH³DQ[LHWLHV´ LW
provokes (Wolford Wylam, 2008, p.136), we must also recognise that Grotowski himself avoided 
³µQDPLQJ¶´XVLQJFultural discourse. This two-fold influence on the subjective terminology we are 
analysing points to the potential that the probable full LPSDFW RI 6XILVP RQ*URWRZVNL¶V ZRUN LV
hidden beneath layers of language.  
We need a spotlight directed at Sufism that can see beneath the subjective naming and 
obfuscating terminology that Grotowski warned us of. My task is solely to shine light on the Sufi 
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HOHPHQWVRI*URWRZVNL¶VZRUN, which would explain why I am the first to suggest that Sufism had a 
more significant LPSDFWRQ*URWRZVNL¶VZRUNWKDQRWKHUVKDYHDFNQRZOHGJHG 
The line between originality and plagiarism is not always clear in art, where ideas are adopted 
and adapted with varying degrees of credit given to their sources. Many people have questioned who 
Jer]\*URWRZVNL¶V LQIOXHQFHVZHUH IRUZKLOH KH VSRNHZLWKPDQ\ DERXW KLV LQWHUDFWLRQVZLWK WKH
people and cultures he encountered throughout his life, he did not name those that ultimately entered 
his art and practice. Therefore we are left to deduce his influences by analyzing his travels, 
interviews, works, and collaborators.  
A lover of the spoken word and oral traditions, Grotowski preferred to give interviews rather 
than write his own articles. He has been described as a disciplined changeling who continuously 
reinvented himself and absorbed new ideas throughout his lifetime. From the start, his upbringing 
was unique as he learned to entertain multiple world views at the same time, being raised in a 
Catholic country (Poland) primarily by a Catholic mother who simultaneously exposed him to 
Eastern philosophies, planting the seeds for Jerzy¶VOLIHORQJVWXG\RISHUIRUPLQJ arts and search for 
the true essence of human existence. 
As a testament to the widespread curiosity on the life and learning of Grotowski, his foremost 
biographers, including Richard Schechner, Lisa Wolford, Zbigniew Osinski, and Thomas Richards, 
KDYH ZULWWHQ H[WHQVLYHO\ RQ WKH VRXUFHV RI LQVSLUDWLRQ IRU *URWRZVNL¶V LQQRYDWLYH DQG LQIOXHQWLDO
ideas. Varying levels of influence have been attributed to Sufism, with the most credit coming from 
Wolford, Schechner, Osinski, Brook, and indirectly via the conduit of G.I. Gurdjieff, from Michel de 
Salzmann in his 1991 interview with Grotowski, A Kind of Volcano: An interview with Jerzy 
Grotowski. UneqXLYRFDOO\ WKHVH ELRJUDSKHUV KDYH HVWDEOLVKHG *URWRZVNL¶V FRQWDFW ZLWK 6XIL
practitioners, traditions and rituals through his travels in Sufi regions of India, yet they disagree on 
WKHH[WHQWWRZKLFKWKHVH6XILLQIOXHQFHVSHUPHDWHG*URWRZVNL¶VSUDFWLFHV 
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In denying a direct, significant, and obvious influence of Sufism on Grotowski, writers have 
nearly overlooked the myriad of subtle yet definite ways that Sufism is reflected in Grotowskian 
tools, techniques, and practices, even those most obvious likenesses during Art as Vehicle (1986- ). 
To be sure, nobody has given sufficient credit to the preponderance of Sufi and Sufi-like elements in 
*URWRZVNL¶VZRUN WKDW ZHUH QRW FRLQFLGHQWDOO\ SUHVHQW LQ HYHU\ VWDJH RI UHVHDUFK WKDW FRLQFLGHG
with and followed his travels to Afghanistan in 1956, Sufi regions of India in 1969, and Sufi parts of 
Iran in 1967 and 1970, and his contact with followers of Gurdjieff such as Peter Brook and, 
according to Levan Khetaguri (2008), Eugenio Barba ± specifically Theatre of Sources (1976-1982), 
Objective Drama (1982-1986), and Art as Vehicle (1986- ).  
Without question, the large corpus of writings on the mosaic work Grotowski produced over 
KLV G\QDPLF FDUHHU DUH D WHVWDPHQW WR KLV RULJLQDOLW\ 7R EH VXUH LW LV QRW SRVVLEOH WR ³IRUJH´ D
³VLPSOH FDXVDO FKDLQ >«@ WR H[SODLQ >*URWRZVNL¶V@ ZRUN RU SHUVRQDOLW\´ DV KH ZDV VXFK DQ DYLG
learner who conducted a lifelong process of integration and iterative research. (Schechner, 1996b, 
p.489) 
This thesis does not suggest that Sufism was the dominant source of inspiration for 
Grotowski, but it aims to give light to the seminal influence of Sufism on the totality of his work, 
from his formative years when he read ethnographic literature on Sufi regions, to his personal 
experiences and travels WR WKRVH VDPH UHJLRQV LQ ODWHU \HDUV /LIH¶V HDUO\ H[SHULHQFHV DUH OLNH WKH
water, sun, minerals and soil that contribute to the growth of a plant. Just as a scientist can look for 
physical signs on the plant that point to the quality or presence of certaiQ HOHPHQWV LQ WKH SODQW¶V
JURZWK VR FDQ ZH ORRN WR WDQJLEOH IHDWXUHV LQ *URWRZVNL¶V ZRUN WKDW LQGLFDWH LPSRUWDQW 6XIL
influences from which his work drew nourishment. 
2QHUHFXUULQJHOHPHQWLQ*URWRZVNL¶VOLIHDQGZRUNZDV6XILVPDVSLULWXDOGLVFLSOLQHWKat he 
first witnessed personally as a young man in poor health, travelling through Central Asia to find 
healing, when he stumbled upon a Sufi master named Abdullah, a seminal moment in 1956 that 
  35 
would have a significant impact with residual effects seen in his future life and career. (Osinski, 
 6ORZLDN DQG &XHVWD ZULWH WKDW $EGXOODK¶V SHUIRUPDQFH ³D PLPH µRI WKH ZKROH ZRUOG¶´
(Osinski, 1986, p.18)) recalled imagery of nature that Grotowski read about in his childhood, and 
together with its ritual aspects (i.e. repetition from generation to generation of storytelling for the 
purpose of maintaining and transmitting social and religious values), the experience resonated so 
strongly with him that it culminated in KLVFRQFHSWRIWKH³WRWDODFW´ (2007, p.7). 
Over a decade before meeting Abdullah, Grotowski was impressed by another Sufi, a solitary 
Indian hermit he read about at around the tender age of ten, in a book by Paul Brunton, A Search in 
Secret India (1935). Grotowski termed these men and other indiviGXDOVZKR³WUDQVFHQG´WKHERXQGV
RI ³H[FOXVLYH UHOLJLRQ´ DV yurodivy D 5XVVLDQ ZRUG IRU ³KRO\ IRRO´ FLWLQJ RQH ,QGLDQ ZKR ZDV
³EHKDYLQJLQDWRWDOO\FUD]\ZD\+LV FUD]LQHVVZDVIXOORIPHDQLQJ´ (Grotowski, 1980, p.255). 
Grotowski extolled the qualities of those who can rise above the limitations of religious 
restraints. Around the time of his discovery of the yurodivy on the side of the Arunachala Mountain 
in India described by Brunton, the approximately-ten-year-old Grotowski recognized the need to dig 
deeper, to go beyond the individual and his ego and find the source, a process which he describes as 
traveling up a river to find its source, where perhaps the river itself disappears: 
Anyway, from this time on I started to try, practically, to make this investigation: 
µ:KR-am-,"¶ZKLFKZDVQRWDPHQWDO LQYHVWLJDWLRQEXW UDWKHUDV LI JRLQJPRUHDQG
PRUHWRZDUGVWKHVRXUFHIURPZKLFKWKLVIHHOLQJRIµ,¶DSSHDUV7KHPRUHWKLVVRXUFH
VHHPV WR EH DSSURDFKHG WKH OHVV WKH µ,¶ LV ,W LV DV LI D ULYHU ZRXOG WXUQ and flow 
towards its source. And in the source, there is no longer a river? (Grotowski, 1980, 
pp.254-255) 
The region that Grotowski visited in the predominately Turkish area of Afghanistan in 1956 
is known for its followers of the Naqshbandi Order of Sufism and the Turkish Mawlawi Order of 
Sufism. Several Islamic and Sufi concepts and practices he encountered in this environment are 
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reflected in his later works, including psycho-physical movements and zuhed¸ or self-sacrifice and 
VKHGGLQJ RI RQH¶V HJR 6XIism is the name for the diverse groups categorized under Islamic 
mysticism. The Cambridge English Dictionary GHILQHVP\VWLFLVPDV³WKHEHOLHIWKDWWKHUHLVKLGGHQ
PHDQLQJLQOLIHRUWKDWHDFKKXPDQEHLQJFDQXQLWHZLWK*RG´0\VWLFVFDQIROORZDQ\UHOLJLRQ or no 
religion. 
Because Sufis come from all over the Muslim world, there is great variation among the 
several groups, which can be found in many geographical locations around Africa, the Middle East, 
the Near East, and Central Asia. The total number of orders and followers worldwide cannot be 
known as they are not always tolerated by the Islamic orthodoxy. Some scholars say that Sufi sects 
exist outside of Islam, but, by definition, Sufism is generally considered to be a part of Islam with its 
origins in Islamic asceticism and evolution in contact with Christian hermits and influenced by 
classical philosophies. By tracing the locations Grotowski visited in relation to their local Sufi 
groups, we find IHDWXUHVFRPPRQWRERWK6XILVPDQG*URWRZVNL¶VZRUNLQFOuding verticality, trance, 
vocalization, dance, music, and mantra. According to Schechner, 
Dervishes, The Movements, Motions, Downstairs Action, Action are linked by the 
kind of movement used, the sources of that movement, and by purpose and function. 
Not to reduce Grotowski to Sufism, but to indicate Sufism as another strong presence 
within the Grotowski-body (not his own so much as those he has trained most 
intently: Cynkutis, Cieslak, Richards). If Sufism (and all it refers to and synthesizes) 
is a key ingredient in Grotowski's work, his way of working is Hasidic. To find Sufis, 
yogins, and other Asian knowers, Grotowski had to travel. (Schechner, 1996b, p.483) 
$QG WUDYHO*URWRZVNL GLG 7KH IROORZLQJ H[DPLQDWLRQ RI*URWRZVNL¶V WUDYHOV LQ VHDUFK RI
techniques for finding the Source reveals a long list of Sufi landmarks, Sufi practitioners, and Sufi 
³VRXYHQLUV´WKDWKHHQFRXQWHUHGDQGSLFNHGXSDORQJWKHZD\ 
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Chapter one, titled Biographical Information and Rebirth of Theatre Rituals covers his 
personal background, including family life and early influences, higher education, and early travels 
to Moscow, Central Asia, and Iran, experiences that led him to encounter Sufism. As well, the 
SROLWLFDO FOLPDWH DQG FXOWXUDO FOLPDWH RI *URWRZVNL¶V \RXWK DUH SUHVHQWHG to help explain his 
background and better understand his later professional trajectory and his developing ideas. Section 
WZR RI WKLV ILUVW FKDSWHU WLWOHG 7KH 5LWXDO DQG $HVWKHWLF 'LPHQVLRQV RI *URWRZVNL¶V 7KHDWUH RI
Productions, helps to introduce the reDGHU WR*URWRZVNL¶VHDUO\ZRUN LQ WKH WKHDWUHEHIRUHKLVVKLIW
DZD\IURPSHUIRUPDQFHWRDIRFXVRQDFWRUV¶VHOI-transformation. 
Chapter two, Ancient Traditional Ritual and Thought in Theatre of Productions, continues the 
GLVFXVVLRQRI*URWRZVNL¶V3URGXFWLRns phase, with more focused attention on the specific traditions 
and practices that would become fundamental building blocks in his actor development. The 
LQFRUSRUDWLRQ RI HOHPHQWV RI +LQGX SUDFWLFHV DQG %DOLQHVH GDQFH LQWR *URWRZVNL¶V WKHDWUH LV
presented to show his interest in religious traditions, followed by the development of his ritual-based 
FRQFHSWVRIWKH+RO\$FWRUDQGWKH7RWDO$FW$OWRJHWKHUWKLVFKDSWHUHPSKDVLVHV*URWRZVNL¶VHDUO\
Productions work using archetypes and ancient religious and traditional rituals. 
 ,Q FKDSWHU WKUHH 6XIL 5RRWV LQ *URWRZVNL¶V $UW DV 9HKLFOH WKH IRFXV LV RQ KLV 3RVW-
Productions period of work with the clearest reflections of Sufism. Rather than devote a chapter or 
chapters to Paratheatre, Theatre of Sources, and Objective Drama, the emphasis is on the 
development and continuation of a common thread through these phases, each of which had different 
goals, culminating in Art as Vehicle as the pinnacle of his work on self-transformation. Because the 
intended reader will have already had a greater awareness of Art as a vehicle because of their 
background in drama and Grotowski, the framework of Art of vehicle will be used as a vehicle to 
introduce Sufism in a gradual manner before the next chapter. 
 Chapter four, Sufism, is an in-depth investigation of the Sufi doctrines and practices which 
ZHUH DOUHDG\ SDUDOOHOHGZLWK*URWRZVNL¶VZRUN 6SHFLILFDOO\ SDUW RQH 7KH 7KHRORJLFDO %DVLV IRU
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Sufi Beliefs and Traditions: The foundations of tasawwuf (Islamic mysticism), is a look at the 
4XUDQLFEDVLVIRUPDMRU6XILWHQHWVLQFOXGLQJ³7KHQLJKWMRXUQH\´WKHP\VWLFDOSDWKWRWKHXOWLPDWH
5HDOLW\DQG WKH MRXUQH\¶VHQG$O-tawahud (union with God). Part two, From doctrine to practice: 
Aspects of Sufi rituals in particular, with emphasis placed on the psycho-physical dimensions of Sufi 
practices, investigates the psycho-SK\VLFDO QDWXUH RI 5XPL¶V SRHWU\ DQG ORRNV DW WKH ULWXDO sama 
ceremony with its impact on the heart. Through this chapter, we gain a deeper understanding of Sufi 
ritXDOV WKDW WUDQVIRUP WKH SUDFWLWLRQHU¶V HQHUJ\ 7KLV FKDSWHU RQ 6XILVP LV D EULGJH IURP 6XIL-like 
HOHPHQWV RI*URWRZVNL¶V$UW DV9HKLFOH SKDVH LQWR D GLVFXVVLRQ RI SDUDOOHOV EHWZHHQ*URWRZVNL¶V
work and that of the Sufi-inspired spiritualist Gurdjieff. 
 FinDOO\FKDSWHUILYH*URWRZVNLDQG*XUGMLHIIORRNVDW6XILIRXQGDWLRQVRI*XUGMLHII¶VZRUN
on sacred dance and his Movement exercises, followed by a discussion of parallels with the practical 
and theoretical work of Grotowski. As Gurdjieff is widely known for his connections with Sufism, 
WKHVLPLODULWLHVEHWZHHQKLVFRQFHSWVDQG*URWRZVNL¶VFRPSULVHDQRWKHUVLGH LQ WKH WULDQJOH-shaped 
PRGHO RI 6XILVP *XUGMLHII DQG *URWRZVNL ZKHUHE\ 6XILVP¶V LQIOXHQFH PD\ KDYH HQWHUHG
*URWRZVNL¶VZRUNHLWKHUGLUHFWO\WKURXgh his encounters with and knowledge of Sufis, or indirectly 
through his Gurdjievian ideas. 
 This thesis culminates in a conclusion with a discussion of the approach to thesis method and 
design; aims of each chapter; findings of Sufi inspiration by GrotowsNL¶VSKDVHVRIZRUNVWUHQJWKV
and limitations; and recommendations for further research. When all findings are taken into 
consideration, it LVFOHDUWKDW6XILVPKDGDPDMRULQIOXHQFHRQ*URWRZVNL¶VZRUNDGGLWLRQDOWRRWKHU
influences.  
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Chapter One: Biographical Information and Rebirth of Theatre Rituals 
Throughout his career as a director of theatre, Jerzy Grotowski work involved using specific 
principles and practices of traditional transcultural rituals that could be adapted to performance craft. 
As will be more fully discussed in this chapter, his family, education, and cultural contacts outside 
KLV (DVWHUQ (XURSHDQ HQYLURQPHQW FROOHFWLYHO\ FRQWULEXWHG WR *URWRZVNL¶V WKHRULHV DQG WKHLU
application to his practical work. This being said, the purpose of this chapter is to provide a 
FRQWH[WXDOXQGHUVWDQGLQJRI*URWRZVNL¶VUHVHDUFKDQGLWVSRWHQWLDOOLQNWRDQFLHQW6XILWUDGLWLRQVE\
presenting a biographical account of his work that specifically examines the importance of traditional 
beliefs and rituals beginning with his Theatre of Productions phase of research. 
7KHUH LV D FHUWDLQ GHJUHH RI DQ[LHW\ LQ VXJJHVWLQJ*URWRZVNL¶V 3URGXFWLRQ SKDVH UHOLHG RQ
elements of transcultural ritual, since people such as Richard Schechner, who co-edited The 
Grotowski SourcebookKDYHVWDWHG WKDW*URWRZVNL¶VDSSOLFDWLRQRI WUDGLWLRQDO ULWXDOFDPHafter his 
Theatre of Productions work. (Schechner, 1993, p.246) However, as I will point out in the second 
section of this chapter and throughout this thesis, the use of ritual within performance art is linked to 
*URWRZVNL¶Vtheatre and post-theatre work. 
The first in five phases of experimentation, Theatre of Productions (1957-69) highlights the 
significant role traditional rituals played from the beginning, until the end of his career. I will 
examine the importance of traditional ritual-based techniques to YDULRXVSKDVHVRI*URWRZVNL¶VZRUN
in each chapter of this thesis, as well as explain these phases in detail. In fact, by examining the 
GHYHORSPHQWRI*URWRZVNL¶VTheatre of Productions, and its relationship to his early life experiences, 
one could reasonably suggest that this phase of his research was a precursor to what would follow, 
since each SKDVHRIKLVZRUNZDVDQ³H[WHQVLRQ´RIRWKHUSKDVHVRIKLVUHVHDUFK. (Schechner, 1996a, 
p.207) 
Being biographical in nature, this chapter is divided into two sections that provide 
information about the origins and develoSPHQWRI*URWRZVNL¶V3URGXFWLRQV phase of research. In the 
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ILUVW VHFWLRQ , ZLOO SURYLGH DQ DFFRXQW RI *URWRZVNL¶V HDUOiest known exposure to transcultural 
practices and beliefs, and explain the impact these experiences would have in the development of his 
Theatre of Productions phase of work. For example, a book provided to him by his mother during his 
adolescent, In Search of Secret India, LV FRQVLGHUHG WKH WRXFKVWRQH IRU *URWRZVNL¶V LQWHUHVW LQ
traditional transcultural rituals. I will explain the significance of this book DVLWUHODWHVWR*URWRZVNL¶V
work in the opening parts of the first section. In addition, as will be discussed in the first section of 
WKLV FKDSWHU *URWRZVNL¶V DFDGHPLF FDUHHU DQG H[SHULHQFHV DEURDG IRUPHG WKH EDVLV IRU KLV OLIH¶V
work. Academically, Grotowski was interested in oriental studies; his travels through Central Asia 
would be his first transcultural experience, and would have a marked impact on the direction 
Grotowski would take in developing his work on performance craft. 
Importantly, the first section of this chapter relies heavily on source information taken from T 
%XU]\QVNL = 2VLQVNL¶V ERok *URWRZVNL¶V /DERUDWRU\ (1979). Considered an important writer on 
*URWRZVNL¶VOLIHDQGZRUN2VLQVNLSURYLGHVDUHPDUNDEO\GHWDLOHGDFFRXQWRI*URWRZVNL¶VSHULRGRI
theatre work, and the influences that shaped his Theatre of Productions phase. Grotowski himself 
passed on his ideas and work to others close to him through oral transmission rather than written 
texts. (Schechner, 1996b, p.468) Therefore, it is mostly through interviews and first-hand accounts 
DQGREVHUYDWLRQVVXFKDVWKRVHIRXQGLQ2VLQVNL¶V book, that one can examine *URWRZVNL¶VOLIHDQG
work. 
Having examined his family and educational background, along with specific cultural 
influences that formed the bDVLVIRU*URWRZVNL¶VDUWLVWLFLGHDVDQGUHVHDUFK, the second section of this 
chapter discXVVHV *URWRZVNL¶V HDUO\ WKHRULHV DQG SUDFWLFDO ZRUN  7KH VHFRQG VHFWLRQ ZLOO IRFXV
attention on GrotoZVNL¶VHDUO\WUDGLWLRQDOULWXDO-based theories, and how they were implemented in 
the development of his theatre. This being said, the overarching purpose of the second section is to 
GHPRQVWUDWH WKH LPSRUWDQFH RI WUDGLWLRQDO ULWXDO WR *URWRZVNL¶V 7heatre of Productions phase of 
research. For example, one finds that the notion of myths as the basis for ritualized activities has a 
  41 
strong presence in how Grotowski develops a form of experimental theatre that creates a 
³FRPPXQDO´HQFRXQWHUEHWZHHQVSHFWDWRUV and spectators and performers. 
Again, as stated earlier in this introduction, like his post-theatre phases of work, the centrality 
RIULWXDOLQ*URWRZVNL¶VProductions period is aesthetically evidenced by the fact that the use of space 
itself within his theatre produced a kind of collective psychosocial experience. In some respects, this 
structural-IXQFWLRQDO DVSHFW RI *URWRZVNL¶V WKHDWUH UHVHPEOHV ZKDW RFFXUs during the course of 
partaking in an ancient traditional ritual often performed within a sacred space. In fact, both in theory 
and practice, one cRXOGVD\ WKDW*URWRZVNL¶V3RRU7KHDWUH is simply a rebirth of theatre within the 
context of its ancient traditional ritual purpose, where the community as a whole is organically 
HQJDJHGLQWKHDFWLYLW\,ZLOOHODERUDWHRQ*URWRZVNL¶V3RRU7KHDWUHDQGLWVFRQQHFWLRQWRULWXDOLQ
later portions of the second section of this chapter.  
It is not only the structural-functional aspect of physical space, and its relationship to a ritual-
type activity that will be discussed in the second section of this chapter, but also how the performers 
WKHPVHOYHVDUH HPSOR\HGE\*URWRZVNL LQ VXFKDZD\DV WRSURMHFW WKHPVHOYHVDV³KRO\´with the 
objective of achieving a ³WRWDO DFW´7KHVHFRQGFKDSWHURI WKLV thesis, entitled Ancient Traditional 
5LWXDO DQG 7KRXJKW LQ *URWRZVNL¶V 7KHDWUH, will more thoroughly explain these two concepts in 
relation to ancient traditional beliefs and practices. 
,Q *URWRZVNL¶V WKHDWUH WKH DFWRU XQGHUJRHV D W\SH RI HPRWLRQDO DQG SV\FKRORJLFDO
³SXULILFDWLRQ´GXULQJWKHFRXUVHRIWKHLUSHUIRUPDQFHWKDWLVDNLQWRZKDWRFFXUUHGGXULQJan  ancient 
FHUHPRQ\ ,QGHHG *URWRZVNL UHIHUUHG WR KLV DFWRU DV D ³VKDPDQ´ EHFDXVH WKURXJK WKHLU ³VDFUHG
ULWXDO´RI³VHOI-VDFULILFH´³WKHDXGLHQFHSDUWLFLSDWHGLQWKHULWXDOE\ZLWQHVVLQJ [«] WKHKRO\DFWRUV´
(Cioffi, 1997, p.85). 
Again, there are strong elements of ancient traditional beliefs and ritual which permeate 
GrotowsNL¶V HDUOLHVW SKDVH RIZRUNZKLFK is indicative of their importance to every aspect of his 
practical work in its totality. As such, section two will also examine the physical exercises used by 
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Grotowski to achieve the shaman-like quality in performance. $VZLWKWKHSXUSRVHIRU*URWRZVNL¶V
unique use of physical space, and the role the actor plays within that space, the physical exercises are 
themselves directly linked to transcultural techniques grounded in ritual. As will be discussed further 
in section WZRRIWKLVFKDSWHUDFWRUVVXFKDV5\V]DUG&LHVODNDFKLHYHGD³KRO\´DFWE\XVLQJH[HUFLVH
PHWKRGVHPSOR\HGE\*URWRZVNLWKDWDUHWDNHQIURP³WUDGLWLRQDOV\VWHPVRIWUDLQLQJ´ (Grotowski in 
Kumiega, 1986, p.115). 
7RXQGHUVWDQGWKHWUDMHFWRU\RI*URWRZVNL¶V OLIH¶VZRUNLWLVLPSRUWDQWWRKDYHDQLGHDRIKLV
background, influences and interests. Indeed, 
-HU]\*URWRZVNL¶V IDPLO\ WUDGLWLRQ KLV H[SHULHQFHV UHODWHG WRZDU KLV VFKRRO \HDUV
and college days, his long-lasting illness, his experiences of 1956 and  >µ7KH
EULHI SHULRG RI OLEHUDOL]DWLRQ DQG WKH HQG RI 6WDOLQLVP¶@ WKH ERRNV KH UHDG WKH
people he met, his openness to other cultures, his countless journeys, and, finally, 
almost fifty years of professional work ± in many ways related to theatre ± had a 
decisive impact on shaping his attitude towards the world, nature, people, and values 
he subscribed to and practised, or [...] on shaping his worldview and attitude towards 
life. (Osinski, 2014, p.22) 
Section 1: Biography 
Family life and early influences 
-HU]\*URWRZVNLZDVERUQLQ5]HV]RZFORVHWRWKHHDVWHUQERUGHURI3RODQGRQWKHHOHYHQWK





























V VWURQJ VHQVH RI QDWLRQDO SULGH ZDV GLUHFWO\ LQIOXHQFHG E\ KLV PDWHUQDO UHODWLYHV ZKR
H[SUHVVHGLQWHQVHSDWULRWLVPDQGORYHIRU3RODQG+LVPDWHUQDOJUDQGIDWKHUKDGVSHFLDOLQIOXHQFHRQ
*URWRZVNL WHDFKLQJ WKH \RXQJ -HU]\ WKDW WKH VDFUHG LV QRW H[FOXVLYH WR UHOLJLRQ D EHOLHI ZH VHH
UHIOHFWHGODWHULQKLVXVHRIWHUPVVXFKDVKRO\DFWRU7HPNLQH 
 ,W LV LPSRUWDQW WRQRWH WKDW WKHIDPLO\ LQZKLFK*URWRZVNLZDVUDLVHGKDGURRWV LQGLIIHUHQW
FRXQWULHV LQ(DVWHUQDQG:HVWHUQ(XURSHIRU WKLVIUHHGKLPWRIRUPDQGEXLOGKLVRZQSHUVRQDOLW\
DQGRSHQHG WKHZLQGRZ IRUKLP WREH UHFHSWLYH WRRWKHU FXOWXUHV ,W VHW WKH IRXQGDWLRQ IRUKLP WR
EHFRPH DPXOWLFXOWXUDO SHUVRQ LQWHUHVWHG LQ RWKHU FXOWXUHV QRW OLPLWHG WR KLV RZQ 3ROLVK FXOWXUH
3HUKDSVWKLVVWURQJIRXQGDWLRQDOJURXQGLQJDQGDVVXUHGVHQVHRI3ROLVKLGHQWLW\DOVRFRQWULEXWHG WR
WKLV IUHHGRP WR H[SORUH RWKHUV $GGLWLRQDOO\ ERWK RI KLV SDUHQWV ZHUH FUHDWLYH DW GLIIHUHQW OHYHOV








WKH 6RYLHW RFFXSDWLRQ QHYHU WR UHWXUQ WR 3RODQG*URWRZVNL¶VPRWKHU DQG KHU WZR VRQVPRYHG WR
1LHQDGRZNDPDUNLQJ DPRPHQWRI WRWDO GLVUXSWLRQ LQKLV IDPLO\ OLIH*URWRZVNL WDONHGDERXW WKLV
SHULRG LQ -LOO*RGPLORZ
V  ILOP:LWK -HU]\*URWRZVNL1LHQDGRZND  DV D GLIILFXOW WLPH
ZKHQKHDQGKLVIDPLO\OLYHGDVHFOXGHGDQGVKHOWHUHGOLIHVHHNLQJVDIHW\DQGUHIXJHGXULQJWKH1D]L
RFFXSDWLRQ,QWKLVILOPWKHDGXOW*URWRZVNLSHUVRQDOO\UHWXUQHGWRWKHH[DFWORFDWLRQVIURPKLVOLIH
RI UHIXJH DV D ER\RQ WKH IDUP LQ1LHQDGRZND WR UHFRQQHFWZLWK WKH LPDJHV VRXQGV SHRSOH DQG
SODFHV WKDWZHUH UHIOHFWHG LQGHHG LQGHOLEO\ HQJUDLQHG LQ KLV ODWHU ZRUN DQG DUW 7KHVH FKLOGKRRG
H[SHULHQFHV WKDW ZHUH PDUNHG E\ VXFK GLVWUHVVLQJ PRPHQWV RI GDQJHU ODWHU OHG *URWRZVNL WR
FKDOOHQJH XV WR XQFRYHU DQG UHGLVFRYHU RXU RULJLQDO MR\ ZKDW KH FDOOV ³WKHPRYHPHQWZLWKLQ WKH
UHSRVH´:LWK-HU]\*URWRZVNL 
Grotowski at the age of sixteen became very ill and he was diagnosed with a kidney disease, 
therefore he was hospitalized for some time between dying people. His doctors believed that he 
ZRXOGQ¶WOLYHIRUYHU\ORQJDQGKHZRXOGQ¶WUHFRYHUDQGUHFRPPHQGHGKLPWRUHVWDQGQRWWRGRDQ\
SK\VLFDOZRUN*URWRZVNLVSHQWKLV WLPHUHDGLQJVWDFNVRIERRNV LQFOXGLQJ%UXQWRQ¶VA Search in 
Secret India (1935), and he applied to his work the knowledge that he gained from such books and 
early experiences. *URWRZVNL LPSRVHG RQ KLPVHOI D YHU\ VWULFW GLVFLSOLQH 7HPNLQH WHOOV XV LQ
*URWRZVNL WKDW³+HGHFLGHG WR GHYRWH KLPVHOI WR DUW EXW LI KH KDG WR FKRRVHEHWZHHQ EHDXW\ DQG
WUXWKWUXWKZRXOGEHKLVFKRLFH´7HPNLQHS*URWRZVNLGLGQ¶WOHWKLVKHDOWKSUREOHPVDQG
OLPLWHGSK\VLFDODELOLW\ VWRSKLPKHSXVKHGKLPVHOI WRJRRQDQGIRFXVRQ WKH WKLQJVRIZKLFKKH
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GUHDPWDQGWRDFKLHYHKLVDPELWLRQVEHFDXVHKHKDGWKHVWUHQJWKWKDWKHGHYHORSHGDQGWKDWZDVERUQ
LQVLGHKLP7HPNLQHSS- 
 'HVSLWH WKH DZIXO FRQGLWLRQV XQGHU WKH *HUPDQ RFFXSDWLRQ DQG KLV FKDOOHQJLQJ KHDOWK
SUREOHPV1LHQDGRZNDZDV D VSHFLDO OHDUQLQJ SODFH IRU*URWRZVNL ,W LVZKHUH KH HQUROOHG LQ WKH
HOHPHQWDU\ VFKRRO ZKHUH KLV PRWKHU WDXJKW +LV HGXFDWHG PRWKHU SOD\HG DQ LPSRUWDQW UROH LQ
SURYLGLQJKHUWZRVRQVZLWKWKHNQRZOHGJHWKDW WKH\QHHGHGWRVXFFHHGLQWKHLUIXWXUHE\VHOHFWLQJ
DQG JLYLQJ WKHP ERRNV WKDW VKH HQVXUHG WKH\ UHDG 7KHPRVW LPSRUWDQW ERRN VKH SURYLGHG WR KHU












ILUVW ILQJHUV +H EHQGV KLV WUXQN IRUZDUG H[KDOLQJ WKH EUHDWK ZKLOH GRLQJ VR DQG
JUDVSVWKHELJWRHVRIKLVIHHWLQVLGHWKHKRRNHGILQJHUV7KHULJKWWRHLVFDXJKWE\WKH
ULJKW LQGH[ ILQJHU DQG VR RQ 7KHQ KH VORZO\ EHQGV KLV KHDG IRUZDUG XQWLO LW IDOOV
EHWZHHQKLVRXWVWUHWFKHGDUPVDQGWKHIRUHKHDGOLHVIODWDJDLQVWKLVWKLJKV%UXQWRQ
S 
%UXQWRQ¶V GHVFULSWLRQ RI KLV HQFRXQWHU ZLWK WKH <RJL SURYLGHV D XVHIXO GHJUHH RI LQVLJKW LQWR







WKDW ³*URWRZVNL KLPVHOI DGPLWWHG WKH 1LHQDGyZND \HDUV ZHUH DQ LPSRUWDQW IRUPDWLYH SHULRG IRU
KLP´ DV LW ZDV GXULQJ WKLV WLPH WKDW KH ZDV ILUVW H[SRVHG WR RWKHU FXOWXUHV UHOLJLRQV IRON ULWHV




,QGLD PDLQO\ DERXW VRPH XQXVXDO PDQ ZKR LQ RXU FLYLOL]DWLRQ ZRXOG EH FDOOHG
µ\XURGLY\¶+HOLYHGRQWKHVORSHVRI$UXQDFKDODDPRXQWDLQFRQVLGHUHGDVKRO\-WKH
0RXQWDLQ RI )ODPH +LV QDPH ZDV 0DKDULVKL +H KDG D SHFXOLDU FXVWRP :KHQ
VRPHRQHFDPHWRKLPVHHNLQJDQH[SODQDWLRQDERXWZKDW LVHVVHQWLDO LQ OLIHKRZWR
EULQJPHDQLQJ WR OLIH RUZKDW LVPHDQLQJIXO LQ JHQHUDO >5DPDQD0DKDUVKL@ZRXOG
DVNKLPµ:KRDUH\RX"¶%XWKHZRXOGVD\LWLQWKHILUVWSHUVRQµ$VN\RXUVHOI³:KR
DP ,"´¶ *URWRZVNL ,QWHUYLHZZLWK D %RQDUVNL .XOWXUD >@ LQ2VLQVNL 
S 





  47 
7KLVLVEXWRQHH[DPSOHRIWKHLQVWUXPHQWDOUROH*URWRZVNL
VPRWKHUSOD\HGLQH[SRVLQJKLP




In 1950, the Grotowski family moved to Krakow, where KLV PRWKHU (PLOLD *URWRZVND
IRXQGZRUNILOLQJLQVXUDQFHFODLPVDWDGLVWULFWFRXUWDQG because Kazimierz Grotowski, her older 
son, had just received the post of an assistant in the Faculty of Physics of the Jagiellonian University. 
(Osinski, 1986) In the meantime, Grotowski helped his mother financially when he got a scholarship 
while he was still in high school.  During his years of secondary education, the young Grotowski had 
already manifested an intense interest in literature, giving frequent poetry recitals and entering and 
winning poetry contests not just in Krakow but also in Rezeszow and nearby towns. 2VLQVNL 
,W LV UHPDUNDEOH WKDW *URWRZVNL DW WKLV VWDJH ZDV DOUHDG\ VKRZLQJ FRQILGHQFH DQG DQ DUWLVW
V
VHQVLELOLWLHV DQG DOVR UHIOHFWLQJ WKH NQRZOHGJH DQG H[SHULHQFHV KH JDLQHG IURP KLV 1LHQDGRZND
SHULRG+LVFKDUDFWHUDQGDFKLHYHPHQWVZHUH UHFRJQLVHGE\KLVKLJKVFKRRO WHDFKHUVDVZHOOZKR
GHVFULEHGKLP LQ D OHWWHURI UHFRPPHQGDWLRQDV D ³GLOLJHQW YHU\ WDOHQWHG DQGGHGLFDWHGYROXQWHHU
ZRUNHU´2VLQVNLS 
In 1951 Grotowski applied to the State Theatre School in Krakow to study an acting program. 
He expressed his writing skills and vision for art when he wrote DQHVVD\ WLWOHG³How can theatre 
contribute to the devHORSPHQWRIVRFLDOLVPLQ3RODQG´, required for the entrance examination to the 
Acting School, DQGJRWDQ³$´ZKLFKDOlowed him to enter. (Osinski, 1986, p.14)  
Grotowski spent almost four years in the acting program at the Theatre School in Krakow. 
(Osinski, 1986) Throughout this period he continued to develop his concerns and interest in Eastern 
philosophy. He was studying on his own as he did before and going to lectures, including one such 
lecture RQWKH³3KLORVRSK\RI<RJD´ interacting with professors and experts on Eastern philosophy; 
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and attending meetings and participating in discussion groups; all of which served to enhance his 
understanding of Oriental studies. (Osinski, 1986; Kumiega, 1985) Jennifer Kumiega, in her book 
The Theatre of Grotowski, wrote, ³,t was an interest that he also brought to bear in later years, in 
wD\VERWKPDQLIHVWDQGLPSOLFLW´ (Kumiega, 1985, p.5). 
*URWRZVNL¶V LQWHUHVW LQ(DVWHUQSKLORVRSK\ FRQWLQXHG WKURXJKRXWKLV8QLYHUVLW\ VWXGLHV+H
SDUWLFLSDWHGLQYDULRXVPHHWLQJVFRQFHUQLQJKLVLQWHUHVWDQGHQKDQFHGKLVXQGHUVWDQGLQJIROORZLQJD
VSHFLILF V\VWHP PHHWLQJV KH DWWHQGHG ZHUH XVXDOO\ UHJDUGLQJ (DVWHUQ LVVXHV $PRQJ KLV PDQ\
FRQWDFWV ZDV 3URIHVVRU +HOHQD :LOOLDP-*UDERZVND - D OHFWXUHU DW WKH -DJLHOORQLDQ
8QLYHUVLW\ DQ ,GHRORJLVW DQG DQ ,UDQLVW$QRWKHUZDV5HY )UDQFLV]HN7NDU] - DZHOO-
NQRZQ H[SHUW LQ ,QGLDQ SKLORVRSK\ %RWK RI WKHP SOD\HG D YLWDO UROH LQ VKDSLQJ WKH PDWXUH
SHUVRQDOLW\ RI *URWRZVNL :KLOH D WKHDWUH VWXGHQW DW .UDNRZ DFFRUGLQJ WR 2VLQVNL *URWRZVNL
VHULRXVO\FRQVLGHUHGWUDQVIHUULQJWRWKH(DVW$VLDQSURJUDPRUWRWKHPHGLFDOVFKRRO2VLQVNL 
,Q  DIWHU ILQLVKLQJ KLV DFWLQJ GLSORPD WKH PDWXUH *URWRZVNL ZDV DUPHG ZLWK WKH
NQRZOHGJHDQGH[SHULHQFHVWKDWKHKDGEHHQWKURXJKUHODWHGWRSRYHUW\PRYLQJIURPRQHWRZQWR
DQRWKHUWKHSHRSOHKHPHWWKHREVHUYDWLRQVKHPDGHHDUOLHUWKHVFKRRO\HDUVWKHVHOI-OHDUQLQJKLV
LOOQHVV KLV RSLQLRQ RQ RWKHU FXOWXUHV WKH ERRNV KH UHDG DQG WKHPHHWLQJV KH DWWHQGHG DQG RWKHU
WKLQJVDOOWKHVHVKDSHGDQGGHYHORSHGKLVDSSURDFKWRZDUGSHRSOHQDWXUHDQGYDOXHVDQGKHZDQWHG
WR KDYH DQ LPSDFW RQ WKHP*URWRZVNL H[SUHVVHG KLV RSLQLRQ RQPDQ\ LVVXHV DW ILUVW WKURXJK KLV
ZULWLQJV+LVILUVWDUWLFOHDVDIUHHODQFHZULWHUZDV³7KH5HGEDOORRQ´ZKLFKZDVSXEOLVKHGLQ
WKH.UDNRZ GDLO\ QHZVSDSHU']LHQQLN3ROVNLZKHUHLQ KH FDOOHG IRU WKH HVWDEOLVKPHQW RI D \RXQJ
DUWLVW¶VFOXELQ.UDNRZ 
:HPXVWSD\WULEXWHWRWUDGLWLRQZLWKDFWLRQVQRWZRUGV:HPXVWFXOWLYDWHWKHVHHGV









JR EDFN WR WKHLU WUDGLWLRQV WR GHYHORS QHZ YDOXHV DQG WKDW WKH\PXVW WDNH DFWLRQV WR DFKLHYH WKH
FKDQJHV 
 *URWRZVNL¶VDUULYDORQWKHDFWLQJVFHQHGUHZPL[HGUHYLHZV&ULWLFDQGSOD\ZULJKW-DQ3DZHO
*DZOLNZURWH UHVSRQGLQJ WR*URWRZVNL¶V DUWLVWLFYLVLRQ ,GRQ






















V DVVXPH WKDW *URWRZVNL LV UHDOO\ RQ ILUH 8QIRUWXQDWHO\ QRERG\ UHDOO\ NQRZV
ZKDW
V EXUQLQJ WKHUH 3UD\ *URWRZVNL ZK\ GLGQ
W \RX JLYH XV VRPH VSHFLILF







*URWRZVNL WRRN WKHVH FULWLFLVPV LQWR FRQVLGHUDWLRQ DQG UHVSRQGHG LQ KLV DUWLFOH ³'UHDP RI WKH
WKHDWUH´LQWKHVDPHGDLO\QHZVSDSHU']LHQQLNSROVNL+HH[SODLQHGKLVW\SHRIWKHDWUHZKLFK
LVWKHWKHDWUHRIWKHJUDQGHPRWLRQWKDWKHGHYHORSHG 
$ SHUIRUPDQFH PD\ EH ZHOO DFWHG DQG GLUHFWHG \HW WKH DXGLHQFH IHHOV WKHUH
V
VRPHWKLQJPLVVLQJ:HPXVWWKHQWKRURXJKO\UHYLVHWKHYHU\LGHDVW\OHDQGDUWLVWLF




ZRUN QRW LQ LVRODWLRQ IURP EXW LQ FORVH FRQQHFWLRQ ZLWK WKH GUDPDWLF WH[W 7KH
WKHDWUH RI JUDQG HPRWLRQV >@ UHTXLUHV WKH JUHDW URPDQWLF UHSHUWRU\ IURP




 *URWRZVNL VSRNH DERXW ZKDW KH FDOOHG WKH WKHDWUH RI JUDQG HPRWLRQ ZKHQ UHIHUULQJ WR
FKDQJLQJ WKH ZD\ DFWRUV H[SUHVVHG WKHPVHOYHV RQ VWDJH 2VLQVNL  S $V D IROORZHU RI
5XVVLDQ VWDJH GLUHFWRU .RQVWDQWLQ 6WDQLVODYVNL *URWRZVNL LQVLVWHG WKDW WKH VLQJOH PRVW LPSRUWDQW
HOHPHQW RI WKHDWUH ZDV WKH DFWRU KLPVHOI $GGLWLRQDOO\ DV ZLWK 6WDQLVODYVNL¶V DFWLQJ PHWKRG
*URWRZVNL EHOLHYHG UHDOLVP ZDV HVVHQWLDO WR WKH DFWRU¶V DUW ZKLFK UHTXLUHG WKH DFWRU WR H[SUHVV
HPRWLRQVWKDWDUHQRWFRQWULYHGRUIRUFHG7RDFKLHYHWKLVWKHDFWRUPXVWUHDFKZLWKLQWKHLULQQHUVHOI
DQGIROORZDQDWXUDOFRXUVHRIHPRWLRQVWKDWIORZIURPWKHFRUHRIWKHLUEHLQJ7KHVHDVSHFWVRIWKH
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WKHDWUHRIJUDQGHPRWLRQZHUHYLWDOWR*URWRZVNL¶VHDUOLHVWZRUNDVDGLUHFWRU 
 *URWRZVNLPDGHFOHDUZKDWKHZDQWHGWRDFKLHYHZLWKKLVVW\OHRIWKHDWUHE\VD\LQJ³,QP\
WKHDWUH HPRWLRQV DUH QRW DUWLILFLDO WHDUV DUH QRW IDNHG DQG SDWKRV LV QRW SLWLIXO´ *URWRZVNL LQ
2VLQVNLS:KDWWKHQZDV*URWRZVNL¶VSRLQWRIUHIHUHQFHLQDFKLHYLQJQDWXUDOHPRWLRQV
IURPKLV DFWRUV"*URWRZVNLZRXOG QRW KDYH WKH SLYRWDO H[SHULHQFH WKDW LQVSLUHG KLV IXWXUH SDWK RI
LQTXLU\XQWLOODWHURQDWULSWRILQGKHDOLQJLQ7XUNPHQLVWDQDPLGVWDWZR-PRQWKVLFNOHDYHIURPKLV
QH[WSURJUDPPHRIVWXG\LQ0RVFRZ 
Higher education and early travels 
Moscow 1955-1956 
Following the completion of his studies at the State Higher School of Theatre in Krakow 
with a degree in acting in 1955, Grotowski then enrolled at the Lunacharsky State Institute for 
Theatre Arts (GITIS) in Moscow (1955-1956) after he received a scholarship to study the directing 
techniques of Russian theatre greats Stanislavsky, Vakhtangov, Meyerhold, and Tairov, under Yuri 
=DYDGVN\¶VVXSHUYLVLRQ As a young director, Grotowski was mostly interested in Russian director 
.RQVWDQWLQ 6WDQLVODYVNL¶V PHWKRG RI ³SK\VLFDO DFWLRQV´ Stanislavski felt that specific physical 
exercises needed to be used in order for an DFWRU¶VPRYHPHQWVDQGHPRWLRQDOH[SUHVVLRQV to be as 
realistic as possible. 5HIHUULQJ WR 6WDQLVODYVNL¶V LPSRUWDQFH WR KLP*URWRZVNL RQFH UHIOHFWHG WKDW
XSRQOHDYLQJIRU0RVFRZ³,ZDVREVHVVHGZLWK6WDQLVODYVN\,ZDVDIDQDWLF,WKRXJKWWKDWWKLVZDV
the key opening all doors to creativity´ (Kumiega, 1985, p.110). 
Grotowski went to Moscow determined to gain a deeper and more thorough knowledge of 
the StaQLVODYVN\ PHWKRG ³DW LWV VRXUFH´, but upon his arrival there, he discovered Vsevolod 
0H\HUKROG¶VOHJDcy and studied it with fascination. (Osinski, 1986, p.18) Grotowski was especially 
LQWHUHVWHGLQ0H\HUKROG¶V method of biomechanics. According to biomechanics, in order for an actor 
to fully release their emotions, they must have a complete awareness of their bodily movements. 
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Meyerhold introduced a series of physical exercises intended to create control of the body that would 
allow the actor to perform movements which amplified emotional expressions. 
Raymonde Temkine wrote on the significance of Meyerhold to Grotowski, "It is through 
Meyerhold that Grotowski understood that staging a play is but an answer to the play; not a 
submission but a reaction±this is the meaning of creation" (Temkine, 1972, p.50). Rather than 
replace his interest in Stanislavsky with interest in Meyerhold, Grotowski was developing and 
growing a multi-GLPHQVLRQDO SHUVSHFWLYH*URWRZVNL¶VPHQWDOLW\ZDV QRW WR WUHDW FUHDWLYH LGHDV DV
GHOLFDWHUHOLFVWREHKDQGOHGZLWKUHYHUHQFHRU³SLRXVO\UHVHUYHGUDWKHUDIODPHFDSDEOHRIOLJKWLQJD
nHZKHDUWK´EHFDXVHWKH\ZHUHGXUDEOHDQGFRXOGZLWKVWDQGFKDOOHQJHJURZLQJLQWRVRPHWKLQJQHZ
(Temkine, 1972, p.138) He was not afraid to wrestle with ideas, which is why he developed a deeper 
respect for Stanislavsky even after finding points of disagreement. Grotowski appreciated 
Stanislavsky for asNLQJ WKH ³IXQGDPHQWDO TXHVWLRQV´, WKRXJKKH ³GLGQRW VXEVFULEH WRKLVPDVWHU¶V
DQVZHUV«><HW@,QVSLWHRIDUWLVWLFGLIIHUHQFHV6WDQLVODYVN\UHPDLQHGDPRGHOIRUKLP´ (Temkine, 
1972, p.49). After grappling with the ideas he encountered in Moscow, he used the experience to 
form the basis of his future practices. %RWK 6WDQLVODYVN\¶V PHWKRG RI ³SK\VLFDO DFWLRQV´ DQG
Vsevolod MeyHUKROG¶VPHWKRGRIELRPHFKDQLFV ZHUHWRODWHUEHFRPH*URWRZVNL¶VSULPDU\VRXUFHV
for his actor training exercises. 
7KURXJKRXW *URWRZVNL¶V GLUHFWLQJ FDUHHU VRPH REVHUYHUV KDYH GHVFULEHG KLV WUDLQLQJ
techniques as oriental in nature. However, Grotowski did not rely on any one method for his theatre 
or the physical exercises he employed for training his actors. Grotowski himself insisted that there 
ZDVQRRQH³PHWKRG´. It is equally important to bear in mind that the prevailing methods used during 
his early years as a drama student were those taken from Western theatre personalities.  
GrotowskLKLPVHOIZDVGHHSO\ LQWHUHVWHG LQ6WDQLVODYVNLDQG0H\HUKROG¶VPHWKRGVZKLFK
he used to bring about a theatre that moved away from traditional forms of acting. However, what 
separated him from other students of drama was the value he saw in examining other cultures as a 
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source for creating a theatre that would change all the rules of the actor-audience relationship. In the 
context of the 1950s, while many students of drama relied on prevailing acting methods, Grotowski 
was already laying the theoretical foundations for what would become his critically acclaimed poor 
theatre. It was his vision and philosophy, grounded in part by his appreciation for Eastern 
philosophy. 
Central Asia 1956 
+LV H[SHULHQFHV LQ &HQWUDO $VLD LQFOXGLQJ 7XUNPHQLVWDQ 8]EHNLVWDQ DQG $IJKDQLVWDQ LQ
KDYHEHHQLGHQWLILHGE\VRPHDVDFUXFLDOLQIOXHQFHRQKLVDSSURDFKWRDFWRUWUDLQLQJ,QWKHLU
ERRN -HU]\*URWRZVNL DXWKRUV -DPHV 6ORZLDN DQG -DLUR &XHVWD KDYH VXJJHVWHG WKDW *URWRZVNL¶V
HQFRXQWHUZLWK DQ$IJKDQPLPH SURYLGHG KLPZLWK D GHHSHU LQVLJKW LQWR WKH GHYHORSPHQW RI WKH
DFWRU¶VDUW 
Between 1955 and 1956, around the age of twenty-three, Grotowski attended the first 
Faculty of Directing course at the Lunacharsky State Institute for Theatre Arts (GITIS) in Moscow, 
Russia. During his studies abroad, he took two months to travel to Central Asia for health reasons. 
While not much has been documented in English about his experiences and encounters in Central 
Asia, we do have a series of his letters from Central Asia as well as a published newspaper report 
about his travels.  
From a health resort in Bayram-Ali in present-day Turkmenistan (then the Turkmen Soviet 
Socialist Republic), Grotowski wrote letters to his professor at GITIS, Yuri Alexandrovich 
Zavadsky, and his wife Irina Wulf; this professor left such an impression on Grotowski that the 
latter's mother, Emilia Grotowska, wrote from Krakow WR ³7KH 0XFK 5HVSHFWDEOH <XUL
$OH[DQGURYLFK´WKDQNLQJKLPIRUKLVJHQHURXVLQYROYHPHQWLQKHUVRQ
VWUDYHOVDQGKHDOWK (Osinski, 
2014, p.30) 2Q0D\*URWRZVNL VHQW WZRSRVWFDUGV³RQ WKHZD\ WKURXJK.D]DNKVWDQ´ WR
actress Irena Jun. The first read: 
µFor three days and two nights I have been going West, to the shores of the Aral Sea 
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[Lake]. Yesterday the heat was awful, it was hitting my head like a heavy hammer. 
Today I woke up in a chill, the air crisp and cold. Perhaps it is still early morning and it 
will get warmer during the day. Nevertheless I have certainly left the subtropical climate. 
The scenery is changeless: steppe, deserts, sometimes rice fields, auls [a colony of yurts, 
or a type of fortified villages], the banks of the Syr Darya. Yesterday I passed ruins of 
old mosques and palaces¶. (Grotowski in Osinski, 2014, p.32) 
The second postcard Grotowski wrote to the same actress on the same day UHDG ³:HVWHUQAsia; 
VRRQ,ZLOOHQWHU(XURSH´ (Osinski, 2014, p.32). Other places visited by Grotowski included some in 
Turkmenistan (the city of Mar, the Kara-kum desert oasis, the ruins in the city of Merv, and the 
capital city of Ashgabat [Ashkhabad]), and others in Uzbekistan (Bukhara and Samarkand). Upon 
his return home to Poland, Grotowski's report on his journey was published in two issues of 
Dziennik Polski.UDNRZ¶VQHZVSDSHU 
Uzbekistan is a real Babel Tower. A small territory between the Aral Sea [Lake], the Syr 
Darya and the Amu Darya rivers and The Tian Shan range and the Pamir-Alay 
Mountains is inhabited by: Uzbeks, Russians, Tajiks, Eastern Iranic peoples, Persians, 
Afghans [Pashtuns], Armenians, Arabs, Turkmens, Kazakhs, local Bukharan Jews, 
3ROLVK -HZV QDPHG VLPSO\ µ3ROHV¶ WKHUH DUH SOHQW\ RI WKHP WKHUH WKH\ VHWWOHG LQ
Uzbekistan during the war). Particular nations have stratified through centuries ± with 
consecutive conquests. Tradition of each tribe was shaped in confrontation with other 
nations; from the fights emerged heroes praised in songs and epic folk poetry. Social 
UHODWLRQV ZHUH LQYDULDEO\ VKDSHG LQ DFFRUGDQFH ZLWK WKH VFKHPH µWKHZLQQHUV DQG WKH
GHIHDWHG¶ZLWKDSURYLVRWKDWWKHZLQQHUVRIRQHFHQWXU\would become defeated in the 
next one. However, quite opposite phenomenon could be observed at the same time: 
mutual fights did not exclude mutual assimilation of nations. Great scholar Avicenna 
,EQ6ƯQƗ LV FRQVLGHUHG3HUVLDQE\ WKH3HUVLDQV DQG7DMLNE\ WKH7DMLNV DOVR8]EHNV
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VHULRXVO\ FRQVLGHU KLP WKHLU RZQ 1DYƗ¶L 5  ± a great local poet of the past wrote in 
Persian, Tajik, and Uzbek. In such situation the so-called national problem [«] is 
especially difficult. (Grotowski, 1956, pp.2-3) 
 Grotowski's knowledge of the region's politics and history is evident in this excerpt.  Though 
he only stayed in Central Asia for two months, he had a rich experience in that short time. The 
powers of observation he developed as a child enabled him to understand and analyse this complex 
DQG ³GLIILFXOW´ UHJLRQ IXOO RI ERWK FRQWUDGLFWLRQ DQG KDUPRQ\ ZLWK IOXid and ever-changing 
dynamics. His experience in Central Asia served as field research where he found the path of return 
to the tradition he had been calling for, as exemplified in the traditional songs and folk poetry he 
heard there. 
Grotowski led an interesting life full of danger and action and had several extraordinary 
experiences. His nature made him search for answers that were born inside himself from the 
knowledge he had gained earlier in his life. Grotowski searched for the objectivity of his knowledge, 
which led him to take several trips to Asia, Africa, Europe, North America and South America, 
travelling from one country to another, inserting himself in the cultures there and discovering and 
exploring these vast regions. With a determination to gain a deeper understanding of his initial 
impressions about the rituals and rites embedded within these cultures, he sought interactions which 
would bring him up close with a variety of cultural currents, in sincere pursuit of the truth. One of 
these cultures was Central Asia. In 1956 he travelled to Central Asia for two months for the purpose 
RI UHFRYHULQJ IURPSK\VLFDO FRPSOLFDWLRQVGXH WRKHDOWKSUREOHPV*URWRZVNL¶V WULS WR WKDW UHJLRQ
was his first direct exposure to Eastern culture and Central Asian Philosophy. There, he developed a 
fascination and curiosity with a part of the world that many people in the West considered 
                                                 
5 1DYD¶LWUDQVODWHGDV³PHORGLF´LQ3HUVLDQZDVWKHSHQQDPHRI1D]DP-al-Din Ali-Shir Herawi 
(1441±1501), a Central Asian politician, mystic, linguist, painter, and poet who served as a vizier 
(public administrator and adviser) of a sultan Husayn Bayqarah. He wrote in Chagatai (extinct 
language related to modern Uzbek and Uyghur), and Persian. 
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mysterious. 
Soon after Grotowski returned home to Kraków from Central Asia in 1959, he wrote the 
following reflection on his journey to Afghanistan for the daily newspaper Dziennik Polski, and 
several years later he republished it in the monthly magazine Ekran: 
During my expedition in Central Asia in 1956, between an old Turkmenian town 
Ashkhabad [Ashhabat] and the western range of the Hindu Kush Mountains, I met an old 
Afghan man named Abdullah whRSHUIRUPHGIRUPHDSDQWRPLPHµRIWKHZKROHZRUOG¶
which had been a tradition in his family. Encouraged by my enthusiasm, he told me a 
myth about pantomime6 as a metaphor for µWKH ZKROH ZRUOG¶ µ3antomime is like the 
world at large, and the world at large is like pantomime.¶ It occurred to me then that I 
was listening to my own thoughts. Nature ± changeable, moveable, but permanently 
uniquely itself at the same time ± has always been embodied in my imagination as the 
dancing mime, unique and universal, hiding under the glittering of the multiple gestures, 
colors, and grimaces of life. (Grotowski in Osinski, 1986, p.18) 
Clearly, this encounter mesmerized Grotowski, and would become an important source for 
how he would eventually train his actors in the art of expressive movements through what he 
observed in the perfectly coordinated physical and mental activity of the mime. Perhaps one reason 
Abdullah's performance had such a great impact on Grotowski is that it fulfilled his search for 
answers to his pressinJDQGORQJVWDQGLQJTXHVWLRQV³>@Fould the actor incarnate the whole world, 
nature itself? And could nature itself, with all its unpredictability, uniqueness, and constancy, reveal 
LWVHOI LQ WKH DFWRU"´ 6ORZLDN DQG Cuesta, 2007, p.7) Grotowski sought actors who embodied a 
phenomenon he called organicity. ,QVWHDGRIPHUHO\EHKDYLQJ³QDWXUDOO\´*URWRZVNLIHOWWKDWDFWRUV
should be able to reveal their own ± and humanity's ± organic natures. Abdullah was perhaps the first 
actor to exemplify this phenomenon of organicity for Grotowski, and the latter would continue to 
                                                 
6
 In reality, pantomime is a misnomer here; actually, we understand it was a mime.  
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search for others with this ability ± and work to help his actors cultivate this ability ± throughout the 
remainder of his career. (Slowiak and Cuesta, 2007) 
A deeper discussion of Abdullah, the Afghan Muslim man Grotowski described in this life-
changing moment, is crucial for a better understanding of the significance of this encounter, lest we 
misconstrue the nature of Central Asian Muslim mime. The mime Grotowski described above was 
not akin to Western theatrical mime. Instead, Mircea Eliade describes the Central Asian Muslim 
PLPHDVVRPHRQHZKRLV³SRHWPXVLFLDQVHHUSULHVWDQGGRFWRU>WKDW@VHHPVWREHJXDUGLDQRIWKH
popular religious traditions, the custodian of legends several centuries old´ (1967, p.78). 
On this journey to Central Asia, Grotowski stayed among the Kazakh and Kyrgyz people, 
whose name for such a spiritual leader is baqça, EDNúDor ozan. Baqça were half-shamanised, one-
DFWRU WKHDWULFDO SHUIRUPHUV ZKR WROG ³KHURLF DQG HSLF WDOHV OHJHQGV DQG VWRULHV´ WR SHRSOH LQ
accordance with the traGLWLRQ RI &HQWUDO $VLD à\WNR  Unlike autonomous Western mimes 
such as the well-known Marcel Marceau who perform theatrical shows, mimes from Muslim 
countries in Central Asia, like Abdullah from the region between the old Turkmenian town and the 
Hindu Kush Mountains, perform a more mythic ritual function as transmitters of centuries-old 
legends and popular religious traditions. It is more understandable, then, why Abdullah's mime was 
such an enriching and instructive experience that Grotowski carried it into the physical and mental 
exercises of his forthcoming actor training. This PLPH ³RI WKH ZKROH ZRUOG´ ZDV D VSHFLDO
performance and experience in Afghanistan that made a deep and lasting impression on Grotowski. 
The geographical location of Abdullah and his meaningful performance of the mime suggest that he 
was a Sufi spiritual leader. 
Given the limited amount of documentation on Grotowski's first-hand experience with 
Sufism, inferences can be drawn to explain the possible presence of Sufi elements in Grotowski's 
practice (to be explained in the next chapter). The Inner Circle, mentioned above as a feature of both 
Sufi tradition and Gurdjieff's Fourth Way (see Gurdjieff section, below), featured in the practices of 
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ERWK *URWRZVNL DQG *XUGMLHII  $FFRUGLQJ WR 6FKHFKQHU ³(YHQ DW WKH VWDUW RI WKH 7KHDWUH RI 
Rows, Grotowski, like Gurdjieff, worked from a close inner circle, transmitting knowledge directly 
by means of dance, song, uttHUDQFHDQGLQWLPDWHHQFRXQWHU´ (Schechner, 1996b, p.478).  
Both Grotowski and Gurdjieff apparently witnessed the power of the inner circle system 
in Central Asia, where they saw the Sufi practice of transmission using the oral tradition. As will be 
explained later in the Sufism chapter, in true esoteric form, Sufis distinguish themselves from 
orthodox Muslims through their self-identification as chosen people who receive direct, 
FRQFHQWUDWHG LQWHQVH ³WUDQVPLVVLRQ´ RI WKH GLYLQH H[SHULHQFH WKURXJK initiation by a master, a 
uniquely profound experience. The aforementioned connections ± Gurdjieff with Sufism and Central 
Asia on the one hand, and Grotowski with Central Asia on the other ± establish the earliest evidence 
of the importance of Sufism to the development of Grotowski's practice. 
Iran 1967, 1970, 1976 
 As a child, Grotowski became fascinated with the Kurds he read about in Through Wild 
Kurdistan (1881), a book of adventure stories by German author Karl May (1842-1912) whose 
³ZRUN LQVSLUHG HQFKDQWLQJ YLVWDV LQWR URPDQWLFDOO\ FRQFHLYHG GLVWDQW ODQGV´ %pGp DQG (GJHUWRQ
SDQGZKRZDV³RQHRI WKHDXWKRUVRI LQLWLDWLRQZULWLQJVIRU WKHZKROHRI*URWRZVNL¶V
OLIH>*URWRZVNL¶V@GUHDPVDERXWH[RWLFSHRSOHVDQGFXOWXUHV± about which mysteries he was always 
curious ± that he had dreamt of as a child and teenager were fulfillHG LQ D SHUIHFWO\ OLWHUDO IRUP´ 
(Osinski, 2014, p.48). The protagonist of Through Wild Kurdistan, a German named Kara Ben 
1HPVL WUDYHOVZLWKDORFDO WRXUJXLGH1HPVL¶V³IULHQGDQGVHUYDQW´QDPHG+DMML+DOHI2PDUDQG
WKH WZR HQJDJH LQ UHOLJLRXV GHEDWHV ZKHUHLQ WKH SURWDJRQLVW GHEXQNV PDQ\ RI 2PDU¶V IODZHG
arguments in defence of his orthodox understanding of Islam. (Michalak, 1999, p.v) One such 
exchange is about the so-calleG ³'HYLO :RUVKLSSHUV´ RU ³µFXOW RI WKH GHYLO¶´ DV UHIHUUHG WR E\
Grotowski in his remark about the Kurds he encountered in Central Asia in 1959 (Grotowski, 1959, 
in Osinski, 2014, p.45): 
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³, WHOO \RX+DMML+DOHI2PDU WKDW \RXGRQRWQHHG WR IHDU WKH µ'HYLO:RUVKLSSHUV¶
They do not pray to Shaitan >6DWDQ@ WKH\ GRQ¶W HYHQ FDOO KLP E\ QDPH 7KH\ DUH
FOHDQIDLWKIXOJUDWHIXOEUDYHDQGKRQHVWWKHVHWUDLWV\RXUDUHO\ILQGDPRQJWKHµ7UXH






³%XW WKH\ KDYH NLOOHG PDQ\ RWKHUV WKH\ GLG QRW NLOO &KULVWLDQV WKRXJK RQO\
0RVOHPV´ 
³7KH\GHIHQGHGWKHPVHOYHVGXring an attempt to annihilate them. That is why they kill 
RQO\0RVOHPVIRUWKH\ZHUHDWWDFNHGE\WKHPDQGQRWE\&KULVWLDQV´ 
³%XW,DPD0RVOHP´ 
³7KH\ DUH \RXU IULHQGV EHFDXVH WKH\ DUH PLQH´ 0D\  DV WUDQVODWHG E\
Michalak, 2002, pp.6-7) 
 In this H[DPSOHZKHUHWKHSURWDJRQLVWGHEXQNVWKHJXLGH¶VGHSLFWLRQRIWKHKurds DV³'HYLO
:RUVKLSSHUV´ZHVHHDQHQWKUDOOLQJLPDJHRIWKH.XUGVDVJRRGSHRSOHZKRDUHPLVXQGHUVWRRGDQG
persecuted by their Muslim brethren. They are even depicted by Hajji Omar as the sort of yurodivy 
characters we know that *URWRZVNLZDVVRLQWHUHVWHGLQ+DMML2PDUVD\VRIWKH.XUGV³,QWKHLUKRO\
house stands a rooster or a peacock to whom they pray ± WKDW LV WKH'HYLO´ (May, 1881, trans. by 
Michalak, 2002, p.5). This fictional account of the Kurds, based on their reputation as a type of 
yurodivy RU ³KRO\ IRROV´ JLYHV XV D JOLPSVH RI WKH LGHDV *URWRZVNL PLJKW KDYH KDG DERXW WKH
fascinating stories and people in Kurdistan, which could explain why he was interested in meeting 
them and getting his own first-hand impression of the real places described in the exciting novel that 
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so deeply interested him as a child. It would appear that Grotowski either intentionally or 
LQDGYHUWHQWO\DWWHPSWHGWRUHWUDFH0D\¶VSURWDJRQLVW¶VZHOO-researched and imaginative travels, as he 
ODWHUYLVLWHG³ZLOG.XUGLVWDQ´RQVHYHUDORFFDVLRQVDQGKDGHQFRXQWHUVRIVXFKLPSRUWDQFHWKDWKHGLG
not recount them in any detail. Indeed, Ludwig Flaszen writes that Grotowski did indeed go to 
Kurdistan because he wDVLQVSLUHGE\.DUO0D\¶VERRN2VLQVNLS$GGLWLRQDOO\ZHKDYH
IXUWKHU LQIRUPDWLRQIURP(XJHQLR%DUEDDQG=ELJQLHZ2VLQVNLDERXW*URWRZVNL¶V WULSV WR.XUGLVK
and Shiite areas of Iran. 
*URWRZVNLLQ³:LOG.XUGLVWDQ´ 
In the chapter of Jerzy GrotoZVNL¶V-RXUQH\VWRWKH(DVW WLWOHG³,UDQ´2VLQVNLZULWHV
DERXW WKHVFDQW LQIRUPDWLRQDYDLODEOHWRXVRQ*URWRZVNL¶VILUVWYLVLW WR ,UDQLQ$XJXVW³,W LV
highly probable that he wanted to keep this experience exclusively to himself. At that time, he used 
to say that talking about something iPSRUWDQWXVXDOO\GLVVLSDWHVLW´ (p.46). The clear implication here 
is that this trip was of great significance to Grotowski, which is why he did not speak of it. 
Eventually, he told Osinski twenty-one years later that he was allowed to participate in a Kurdish 
ritual in the Iranian mountains. (Osinski, 2014, p.46) 
Not knowing more about the particular Kurds Grotowski met in Iran, it is impossible to 
identify their religion. We do know, however, that 
An overwhelming majority of [...] Kurds are followers of one of many mystic Sufi 
orders (or tariqa). The bonds of the Muslim Kurds, for example, to different Sufi 
orders have traditionally been stronger than to orthodox Muslim practices. Sufi rituals 
in Kurdistan, led by Sufi masters, or shaykhs, contain so many clearly non-Islamic 
rites and practices that an objective observer would not consider them Islamic in the 
orthodox sense. [...] Anyone may follow a shaykh, but to actually join the order of a 
specific shaykh, he/she must go through a process of initiation. These members 
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(murids) then participate in many rituals, including the Sufi dances, chants, and 
prayers. (Izady, 1992, p.158) 
,QWKDWFDVHZHPD\YHQWXUHWRJXHVVWKDWWKH³.XUGLVKULWXDO´*URWRZVNLNHSWTuiet about was quite 
possibly a Sufi-based ritual. Of course there are several religions practised by Kurds, but the majority 
are Muslims, with minority groups of Christians and Jews, and some followers of, Yezidism, 
$OHYLVP%DELVP%DKD¶LVPDQG=RURDVWULanism, among others, all mostly with a mystic bent. (Izady, 
1992) 
 We also do not know the exact geographic location Grotowski visited in 1967, as we simply 
NQRZ WKDW KH WROG 2VLQVNL KH ³SDUWLFLSDWH>G@ LQ D ULWXDO RI WKH .XUGV LQ WKH ,UDQLDQ PRXQWDLQV´ 
(Osinski, 2014, p.46). 7RORFDWH.XUGVLQWKH³PRXQWDLQVRI,UDQ´RQHZRXOGKDYHWRORRNLQHLWKHU
Northwest (Kurdistan) or Northeast Iran (closer to Ashgabat [Ashkhabad], Turkmenistan, where in 
1956 he had met Abdullah, the mime we have posited to be a Sufi master). 
Omar Khayyam 
 $IWHU*URWRZVNL¶V ILUVW WULS WR ,UDQ LQKH FRUUHVSRQGHGZLWK(XJHQLR%DUED DERXWKLV
trip, a correspondence which Osinski cites as his only knowledge ± at that time ± RI*URWRZVNL¶V
time in Iran (until Grotowski mentioned it to Osinski in a meeting in 1988). (Osinski, 2014, p.46) 
%DUEDDVNHGKLP³µ+RZZDV\RXUVWD\LQWKHODQGRI2PDU.KD\\DP"¶>@*URWRZVNLDQVZHUVµ,
returned safely from Iran and wHQWLPPHGLDWHO\WR<XJRVODYLD¶´ (Osinski, 2014, p.46). Osinski tells 
XV³%Hsides the mention in these letters, there are no written traces of GrRWRZVNL¶V >@YLVLW WR
,UDQ´ (2014, p.46). Since we lack other clues about his stay there, and since we know this trip was of 
special significance to Grotowski, we must ask ourselves, who is Omar Khayyam and why did Barba 
reference him when asking Grotowski about Iran? Upon closer investigation, we find that he was an 
11th-12th century Persian poet, philosopher, scientist, and scholar with strong Sufi-leanings who was 
widely known in the West and in Iran in the 19th-20th FHQWXU\%\DVNLQJDERXW³WKHODQGRI2PDU
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.KD\\DP´LQVWHDGRI³,UDQ´%DUEDZDVLPSO\LQJDJUHDWGHDORIFXOWXUDO LQIRUPDWLRQDQGSHUVRQDO
interest about this uniquely Persian figure. 
 $EX¶O)DWK2PDULEQ,EUDKLP.KD\\Dm was born in Eastern Iran circa 1048, where he died 
sometime between 1124 and 1129. Despite his poor beginnings, he was well educated in Arabic, 
UHOLJLRXV VFLHQFHV OLNH WKH 4XU¶DQ PDWKHPDWLFV DVWURQRP\ DQG WUDGLWLRQDO FRVPRORJ\ EXW KH LV
mainly renowned for his poetry (5XED¶L\\DW or quatrains). (Aminrazavi, 2005) Thanks in large part to 
(QJOLVK WUDQVODWLRQV E\(GZDUG)LW]JHUDOG.KD\\DP¶V SRHWU\ EHFDPH IDPRXV LQ WKH V WR WKH
1950s, first in the West and later in Iran. From different perspectives, his work has been read by the 
Christian West as a warning of the perils of inviting foreign ideas into American society, and 
alternatively by the secular West as a new humanism and a challenge to religious doctrine and 
RUWKRGR[\ +H ³DGYRFDWHG IUHHWKLQNLQJ rebellion against religious thought and establishment, 
VSLULWXDOLVP DQG OLYLQJ LQ WKH KHUH DQG QRZ´ DQG KH ³LV DOVR VLJQLILFDQW IRU KLV VFLHQWLILF YLHZV´ 
(Aminrazavi, 2005, Introduction).  
Although Khayyam is said to have struggled with faith because of his scientific tendency to 
doubt and question everything, he wrote that, compared to the other three types of religious belief 
WKH VFKRODVWLFVSKLORVRSKHUVDQG ,VPDLOLV6XILVP LV³µWKHEHVWZD\RIDOO¶´EHFDXVH³µ7KH6XILV
[...] do not seek knowledge, but try rather to purify the heart and refine the morals. By ridding the 
rational self of the corrupting accretions of nature, purifying it and placing it beside the angels, they 
UHYHDOLWVWUXHIRUPV¶´ (Khayyam in Dashti, 1971, pp.89-90). 'DVKWLVD\V³RQthe whole [Khayyam] 
was inclined to see in Sufism the PRVWOLNHO\SDWKWRWKHWUXWK´ (1971, p.92). 
'LG*URWRZVNLJRWR³WKHODQGRI2PDU.KD\\DP´DOVRLQVHDUFKRI³WKHPRVWOLNHO\SDWKWR
WKH WUXWK´"'LGKH LQWHQWLRQDOO\ VHHNRXW6XILSHRSOHDQG WKHLU ODQds? The clues we are given into 
*URWRZVNL¶V KHDUW DQGPLQGE\%DUED DQGRWKHUVZRXOG LQGLFDWH KLV SODXVLEOH LQWHUHVW LQ6XIL DQG
Sufi-LQVSLUHG SHRSOH DQG FXOWXUHV HVSHFLDOO\ZKHQ WDNHQ LQ FRQWH[W RI WKH SDWWHUQ RI*URWRZVNL¶V
ideas, travels and work. 
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7D¶]iyeh 
Three years after his first visit, Grotowski returned to Iran in 1970 with the Laboratory 
Theatre to perform The Constant Prince DW 6KLUD]¶V $QQXDO )HVWLYDO RI $UWV WKHQ DW D SDODFH LQ
Beirut, Lebanon, and back in Teheran, Iran. (Osinski, 2014, pp.46-47) Peter Brook has given us 
VRPHLQIRUPDWLRQRQKLVDQG*URWRZVNL¶VWLPHLQ,UDQZULWLQJDERXWWKHLUHQFRXQWHUZLWKWKH3HUVLDQ
WKHDWUH IRUP NQRZQ DV WD¶]L\HK WKH 6KLLWH SDVVLRQ SOD\ UH-enactment of the tragic death of Imam 
Hussein, grandson of the Prophet Muhammad (SAW7),Q3HWHU%URRN¶VZRUGV 
µ, VDZ LQ D UHPRWH ,UDQLDQ YLOODJH RQH RI WKH VWURQJHVW WKLQJV , KDYH HYHU VHHQ LQ
theatre: a group of 400 villagers, the entire population of the place, sitting under the 
tree and passing from roars of laughter to outright sobbing ± although they knew 
perfectly well the end of the story ± as they saw Hussein in danger of being killed, and 
then fooling his enemies, and then being martyred. And when he was martyred, the 
theatre form became truth ± there was no difference between past and present. An 
event that was told as remembered happening in history 1,300 years ago, actually 
became a reality LQWKDWPRPHQW¶%URRNLn Mottahedeh, 2008, p.60) 
Brook elaborated on the common-knowledge element of this ritual theatre performance, whereby 
WKHDWUH³µPXVWDOZD\VEHDUHOLJLRXVDFWLRQDQGLWVDFWLRQLVYHU\FOHDULWLVWKDWE\Zhich fragments 
DUH PDGH ZKROH¶´ %URRN  SS-51, in Mottahedeh, 2008, p.60). Mottahedeh continues, 
³7D¶]L\HK is a sacred theater and, like all ancient performance traditions, it relies on its audience to 
know the story and grasp its references and gestures as shorthDQG IRU PXFK ODUJHU KDSSHQLQJV´ 
(2008, p.60). When Grotowski noted, ³*URXS LGHQWLILFDWLRQZLWKP\WK ± WKHHTXDWLRQRISHUVRQDO
LQGLYLGXDO WUXWKZLWKXQLYHUVDO WUXWK±LVYLUWXDOO\LPSRVVLEOHWRGD\´KHZDVWHOOLQJXVWKDWPRGHUQ
FRQYHQWLRQDOWKHDWUHFRXOGQRWUHO\RQSHUIRUPDQFHVWRDFKLHYHWKHVDPHUHVXOWVVXFKDVWD¶]L\HKDV
                                                 
7
 Islamic practice dictates that every written or spoken mention of the Prophet Mohammad (SAW) be 
IROORZHGLPPHGLDWHO\E\WKHZRUGV³6DOODODKX$OD\KL:D¶6DOODP´DEEUHYLDWHGWR6$:DQG
ZKLFKWUDQVODWHVWR³0D\3HDFHDQG%OHVVLQJV%H8SRQ+LP´ 




their productions, Brook in his 1979 adaptation of, The Conference of the Birds, a mystical tract from 
the 12th-century, and Grotowski in his Laboratory Theatre work: 
Jerzy Grotowski also borrowed from the ta'ziyeh tradition to fuse dramatic action with 
ritual as a means of uniting actor and audience. However, his productions for the 
Laboratory Theater carefully controlled the dynamic between the players and the 
spectators by imposing limits on space, audience size, and seating placement. 
Ta'ziyeh, in contrast, actively retains a fundamental principle of intimacy without 
placing any constraints on the size of the performance space or the number of 
spectators. This is le theatre total. In the words of Benjamin, the first American envoy 
WR ,UDQ µWD
]L\HK LV DQ LQWHUHVWLQJ H[KLELWLRQ RI WKH GUDPDWLF JHQLXV RI WKH 3HUVian 
UDFH¶&KHONRZVNLS 
The sources above indicate that both traditional practices, the Kurdish ritual in the Iranian 
PRXQWDLQV DQG WKH 6KLLWH WD¶]L\HK SDVVLRQ SOD\ KDG DQ LPSDFW RQ *URWRZVNL 7KH IRUPHU DV
evidenced by his near-silence on the experience and sentimental comments to Osinski, and the latter, 
DVHYLGHQFHGE\KLV LQFRUSRUDWLRQRI WD¶]L\HKHOHPHQWV LQKLVZRUNDOEHLWZLWKKLVRZQ³OLPLWVRQ
VSDFHDXGLHQFHVL]HDQGVHDWLQJSODFHPHQW´ 
 7KHVDPHWKHPHRIPDUW\UGRPGHSLFWHGLQWD¶]iyeh also resonated with Iranian spectators of 
The Constant Prince. 
µThe Constant Prince got a surprisingly enthusiastic reception in Iran. [...] the 
audience understood it as a mystery play about their holy martyr. [...] Thus the piece 
that functioned in Europe as the passion of a sacrificial victim, a Christ-like man, 
tormented to death by the Muslims, became here the story of a Muslim martyr... 
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3HUKDSV WKH DXGLHQFH DVVRFLDWHG WKH VFHQHV RI WKH 3ULQFH¶V ZKLSSLQJ DQG VHOI-
flagellation with the sacrificial ULWXDOV RI WKH6KL¶LWHV FHOHEUDWLQJ WKH DQQLYHUVDU\ RI
$OL¶VGHDWK¶)ODV]HQPLG-1970s, in Osinski, 2014, p.49) 
*URWRZVNL¶VVHFRQGWULSWR³:LOG.XUGLVWDQ´ 
Because of the great interest in The Constant Prince after the Shiraz Festival, the Laboratory 
ThHDWUHHDUQHGDQH[WHQGHGLQYLWDWLRQ³µWRVSHQGVHYHUDOZHHNVLQ7HKHUDQ¶´)ODV]HQPLG-1970s, in 
Osinski, 2014, p.48). 2QKLVRZQ³µ*URWRZVNLZHQWWR.XUGLVWDQ+HZDQWHGWRPHHWUHDO.XUGVE\
ZKRP KH KDG EHHQ IDVFLQDWHG VLQFH KLV FKLOGKRRG .DUO 0D\¶V novel Durchs wilde Kurdistan 
[Through Wild Kurdistan@ZDVRQHRIKLVIDYRXULWHV¶´)ODV]HQPLG-1970s, in Osinski, 2014, p.48). 
+HZDVZHOFRPHGDV³µDNLQVPDQ>@DTXDVL-sheikh ± a spiritual master [...] And they even initiated 
him into some rituals normally inaccessible to IRUHLJQHUV¶´ )ODV]HQPLG-1970s, in Osinski, 2014, 
p.48). 7KH RQO\ ³LQIRUPDWLRQ DERXW >WKLV@ FRPSOHWHO\ XQNQRZQ HSLVRGH RI *URWRZVNL¶V HQFRXQWHU
ZLWKGHUYLVKHVLQ,UDQ¶VSRUWLRQRI.XUGLVWDQ´FRPHVIURP)ODV]HQ¶VDFFRXQWZKLFKGRHV not go into 
detail. (Osinski, 2014, p.47) True to his word, Grotowski did not betray their trust; he did not speak 
of this secret initiation in detail with Osinski or anyone else, as far as we know. Nonetheless, the 
facts being WKDWKHPHWZLWK³GHUYLVKHV´DQGZDV³µLQLWLDWHGLQWRVRPHULWXDOVQRUPDOO\LQDFFHVVLEOH
tRIRUHLJQHUV¶´FOHDUO\LQGLFDWH that he met Kurdish Sufis and experienced Sufi rituals in 1970. 
 Grotowski made a third trip to Iran in March 1976 to attempt to bring the Laboratory Theatre 
back to the Arts Festival in Shiraz to perform Apocalypsis cum figuris and paratheatrical workshops, 
EXWVHYHUDOFULWLFVDQGDUWLVWVRUJDQL]HG³DER\FRWWSURWHVWLQJWKHWHUURUWKDWZDVWDNLQJSODFHLQ,UDQ´
and the group never attended despite Grotowski having already made preparations there. (Osinski, 
2014, p.51) Those in favour of attending the Festival cited the hypocrisy in boycotting Iran while 
performing in Western cities like Paris and turning a blind eye to cases of institutionalised injustice, 
police brutality, and political oppression in the West. 
Political climate and activities 
 *URWRZVNL KLV IDPLO\ DQG KLV ZRUNZHUH SURIRXQGO\ LPSDFWHG E\ WKH UHSUHVVLYH SROLWLFDO
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FOLPDWHLQ3RODQG:KHQKHZDVVL[WKH*HUPDQVDQG6RYLHWVLQYDGHG3RODQGDQGRFFXSLHGLWIURP
XQWLO)URPLWV6RYLHWGRPLQDWLRQDIWHU:RUOG:DU,,WRWKHHDVLQJRIUHVWUDLQWVDIWHU
WKHQ WKH LPSRVLWLRQ RI QHZ UHVWULFWLRQV LQ  IROORZHG E\ D SHULRG RI JUDGXDO HDVLQJ WKHQ WKH
DFWLYDWLRQRI0DUWLDO/DZLQ'HFHPEHUVRRQDIWHUZKLFK*URWRZVNL OHIW3RODQG WKHUH
ZHUH GUDVWLF IOXFWXDWLRQV LQ 3RODQG¶V SROLWLFDO HQYLURQPHQW XQWLO WKH GHPRFUDWLF UHPRYDO RI WKH
&RPPXQLVWV IURP SRZHU LQ  %URFNHWW DQG+LOG\  S+H JUHZ XS XQGHU1D]L DQG
6RYLHW RFFXSDWLRQV DQG EHFDPH H[FHSWLRQDOO\ VNLOOHG DW ³.HWPDQVKLS´ DQG QDYLJDWLQJ WKH YDU\LQJ
GHJUHHV RI JRYHUQPHQW FRQWURO WKDW H[LVWHG ZKLOH KH UHVLGHG LQ 3RODQG %DXPULQ  0LORV]
7KHLGHDRI.HWPDQVKLSZLOOEHH[SODLQHGPRUHIXOO\VKRUWO\ 
Because of external circumstances and disruptive political conditions, from an early age 
Grotowski became accustomed to uprooting himself and moving to new places. His family spent 
most of the time without his father Marion, including the hardest times and conditions under the Nazi 
occupationZKHQ*URWRZVNL¶VIDWKHUVHUYHGLQWKH3ROLVKPLOLWDU\7KHODVWWLPH*URWRZVNLVDZKLV
IDWKHUZDVZKHQKHZDVVL[RXWVLGH/YLYFORVH WR1LHQDGRZND$IWHUD WUDLQFDUU\LQJ*RWRZVNL¶V
family was bombed outside Lviv, his father and other soldiers went to check on their families. 
*URWRZVNL¶VIDWKHUWKHQPRYHGRXWRI3RODQGDQGILQDOO\VHWWOHGLQ8UXJXD\DQGGLHGWKHUHLQ
After the Nazi occupation, Poland was under 6RYLHWRFFXSDWLRQDQG³WKH6RYLHWV\VWHPZDVWREHWKH
model for PRODQG´ (Braun, 1996, p.221). 
Emilia Grotowski strongly believed that self-education was not just important for the 
knowledge one gained but that it also served as a patriotic act. She provided Grotowski and his 
brother with several books including Mickiewiczs, Slowacki, and Krasinski, known as the trinity of 
Polish Romantic poets/prophets, along with other foreign authors such as Daniel Defoe, Jack 
London, Conan Doyle and the most influential author Paul Brunton with his book A Search in Secret 
India. (Baumrin, 2009, p.60) 
 In 1947, after his family went back to Rzeszów, Grotowski witnessed the brutality of the 
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secret police first-hand when they threw a naked female neighbour from her window. This action lit 
the fuse for Grotowski to establish his own movement against the Communists. His brother 
Kazimierz described the founding of his anti-Communist movement: 
He had no members, but first he had to get a stamp [emblem]. He went to a workshop 
that produced stamps and asked the proprietor to make such a stamp. But clearly this 
would be an illegal organization. Terrified, the stamp-maker went to the UB [Secret 
Police under Soviet control]. Our mother was immediately summoned and 
intHUURJDWHG6KHVDLG\RXNQRZµThLVER\ LVDVWXSLGER\¶ I don't know why, but 
nothing happened. (Kazimierz Grotowski, 2008, in Baumrin, 2009, p.60) 
 Following this period of destruction, the mid-fifties saw a renewal of the Polish theatre due to 
a lifting of the previous restrictions on it. From 1953, a gradual process of de-Stalinisation began in 
the Soviet Union and spread outward, bringing decentralisation to satellite countries such as Poland 
and allowing for greater artistic and creative freedom by 1956. This period of de-Stalinisation 
brought the illusion of democratisation with relative increase in freedom and an explosion of the 
Polish October or the October Thaw movements led by artists and Party intellectuals, which 
collectively resulted in the release of political prisoners, softening of censorship, and opening of the 
borders with the West. Theatre also benefited from these movements because the Communists 
promised to refine their policies, re-open theatres, give more space for artists, and allow the 
establishment of a theatre festival. The State sought ways to allow individuals to remain active, yet 
still stop the process of democratization as Soviet authorities maintained a strong influence over 
popular movements and public activities. Although people were allowed to participate publicly in 
political and artistic movements, Soviet authorities worked behind the scenes to ensure they retained 
control. Albeit under close supervision from the authorities, the relaxing of previous restrictions 
allowed for the encouragement and reinforcement of regional ambitions, and enabled Grotowski to 
pursue the personalised research he had envisioned for his institute from 1959 onwards. 
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 In 1956, Grotowski returned to Poland after two months in Central Asia for treatment for his 
health, and he started his fifth year in the directing program at the Theatre School in Krakow, where 
he received an assistantship. He continued his political activism, but he began to express his belief in 
the need for internal transformation or change from within the individual. In April 1957, as a 
member of the ZMS Political Centre of the Academic Left, Grotowski gave a speech calling for a 
"system in which civilization, democracy, and justice have a common denominator", which he said 
would require the following: 
People must understand that if they don't stop pouting, join in the life of the country, 
and work for the common cause, then we may expect a catastrophe, bloodshed and 
destruction, and a takeover of despotism. [...] No one can give us bread, civilization 
and freedom. We must make bread, just as we must make freedom and civilization 
happen. It's not true that one can hide away in one's private little world and go on 
living. [...] In our country, young people look forward to civilization, to a decent 
standard of living, to justice, to decision-making about their own lives, to 
technological progress. Ours is a road to civilization and freedom. (Grotowski, 1957, 
in Osinski, 1986, p.20) 
As a foreshadowing of his theatre and post theatre career, these remarks show his lifelong desire to 
inspire individual change from within oneself, rather than affecting societal-level changes from 
institutions or governments. This speech depicts him as a mature leader with vision who talked 
directly to young people and opened their thinking to their country's potential and called for the 
future aims of civilisation and freedom. Grotowski was a pragmatic and logical thinker. He was 
idealistic in the sense that he saw a bright future for his country, but he came back from Central Asia 
a changed man, and his focus began to turn inward as he saw that real change would have to come 
from something inner within people themselves. 
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 His political activity was to be short-lived, as the aforementioned influence and pressure from 
the authorities proved to be too strong and he left behind his political activism in early 1957, likely 
due to pressure and threats he faced from the authorities. (Slowiak and Cuesta, 2007, p.8) Kumiega 
marks this time as a shift from his young, political self to a more mature, apolitical self. (1985, p.6) 
In an interview years later, Grotowski reflected on his internal shift and transformation from wanting 
WREHD³SROLWLFDOVDLQW´OLNH*KDQGLWRWKHUHDOLVDWLRQWKDWKHZDVQRWDFWXDOO\FDSDEOHRIWKLVGXHWo 
external and internal factors: 
In another period of my life, let's call them the October and post-October years, I 
wanted to be a political saint, one of the foremost. And I was so fascinated by Ghandi 
that I wanted to be him. I came to the conclusion that not only was this improbable 
for objective reasons, but incompatible with my nature²although equal to fair play I 
am incapable of a total and generalized assumption of everyone's good intentions [...] 
If I were ever to build the self-portrait of my dreams²at the very center would be a 
liberated life, the original state, freedom [«] For me, freedom is connected with the 
supreme temptation. It exists for the individual, even if unaware of it [«]  Freedom 
is associated neither with freedom of choice, nor with sheer volunteerism²but with a 
wave, with giving oneself up to a huge wave, in accordance with one's desire. And 
when I speak of desire, it is like water in the desert or a gasp of air to someone who is 
drowning. (Grotowski in Kumiega, 1985, p.6) 
Here we see how Grotowski's internal ideology shifted from his being a young activist focused on 
political reforms to a mature man focused on a deeper understanding of the human condition. 
 After the October Thaw Grotowski and the theatre community were optimistic, because 
theatre had awoken from its coma, and a new theatrical attitude was established, where prohibited 
plays were produced and theatre in general flourished. Grotowski moved to Opole in 1959 where he 
met Ludwik Flaszen, a theatre critic who I briefly introduced above. They had many things in 
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common including rejecting traditional theatre and together they established the Theatre of the 13 
Rows. Grotowski knew that the new period required new methods, new means of expression, and a 
new style of production. He used his experimental group to explore a new style of theatre. Also, 
Grotowski knew that his theatre work required him to be diplomatic and sly, because of the 
constraints placed on him by the secret police. He wanted to encourage his spectators, but as we saw 
from his early mistake of trying to start an underground anti-Communist movement at age 14, he had 
learned to be careful. He knew that he now needed a new way to show his political skills and deliver 
his message. 
 In Central Asia, living in a Muslim community under the same Communist conditions, 
Grotowski had learned a new way of surviving under these conditions. Cseslaw Milosz in his book 
from the early 1950s, The Captive Mind, descriEHVWKLVFRQFHSWDV³.HWPDQVKLS´, ZKLFKLVDQDUWLVW¶V
ability to deceive or mislead the authorities. In it, he describes it as ³WKHDUWRI
DFWLQJLQGDLO\OLIH
LQ
Muslim medieval society to assure political anGSURIHVVLRQDOVXUYLYDO´ (1981, p.55). 
The people of Mussulman [Muslim] (DVW EHOLHYH WKDW µHe who is in possession of 
truth must not expose his person, his relatives, or his reputation to the blindness, the 
folly, the perversity of those who it has pleased God WRSODFHDQGPDLQWDLQLQHUURU¶ 
One must therefore keep silent about one's true convictions if possible. (Milosz, 1981, 
p.57) 
When this term is applied to Grotowski, Milosz's concept of Ketmanship explains 
Grotowski's activities in Opole as a strategy for operating his theatre within the constraints of the 
VHFUHW SROLFH7KHYHU\ HW\PRORJ\RI WKHZRUG ³.LWPDQ´ LQGLFDWHV LWV ,VODPLFRULJLQV DV LW FRPHV
from the Arabic language of the Qur'an. Even though the Muslims Grotowski met in Central Asia did 
not speak Arabic, they read the Qur'an in Arabic as is required by Islam, and they understood the 
Qur'anic Arabic because of their oral tradition of transmission of meaning. After living in Central 
Asia, Grotowski developed the ability to disguise his true thoughts, a strategy he adopted from his 
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surrounding culture, and then in 1956 he returned to Poland where he continued this lifestyle of 
Ketmanship. 
  Grotowski's history and action in Krakow helped him to have a good profile with the Soviet 
secret police, who believed he was ³their man´. The secret police had several reasons for placing 
greater trust in Grotowski. They knew Grotowski as someone who supported them and was 
agreeable to and accepted Soviet views based on his involvement in ZMS in Krakow. It was also 
known that during his year of study in Moscow in 1955, he became interested in the Russian theatre 
and its famous director Constantin Stanislavsky, a fact that did not escape the secret police in 
Poland. 
  Grotowski used the Communist system in order to circumvent it because he realised it was 
his only option so as to operate within the strict measures the secret police used to control theatre 
groups at that time. He used Ketmanship to protect himself and his group. To minimize exposure and 
reduce the amount of attention he received from the secret police, he focused his efforts mostly on 
closed-door rehearsals rather than public performances, where he limited audience numbers. At one 
time, he had to cancel an entire production of Hamlet to protect his co-founder Flaszen, a last-minute 
change he explained to the authorities as the result of myriad problems including one of the 
member's injured hands. 
There were several factors contributing to the decision in the summer of 1964 to move from 
Opole to Wroclaw. It may have been because Wroclaw was a bigger city than Opole, meaning it was 
less constricted by Communist Party control and had fewer Party members. The move would get the 
theatre off WKHVHFUHWSROLFH
VUDGDU$OWKRXJKKH³DGPLWWHGWRKLVWKHDWUHKDYLQJEHQHILWHGDWWKHHDUO\
stages of its development from the lack of pressure, [he] now welcomed the move to an academic 
FHQWUH VXFK DV :URFODZ´ .XPLHJD, 1985, p.43). Wroclaw's academic setting would bring new 
connections with specialists in academic fields such as cultural anthropology, psychology, psycho-
analysis, and physiology. 
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 Grotowski worked on and used his theatre through his productions and beyond as a political 
stage, a way to inspire his spectators to think politically so that they can make the necessary changes 
in their lives and then in society. He restricted his theatre to moral and social themes and decided it 
ZDV ³built on a core of intellectual values, committed to progress, proposing a new secular and 
UDWLRQDOHWKLF´ (Mitter, 1992, p.64). 
 It was clear throughout his work that Grotowski's key concerns were the search for truth, self-
knowledge, and the relationship between people and how to shape it. In Jerzy Grotowski, James 
Slowiak and Jairo Cuesta GHVFULEH*URWRZVNL¶V3DUDWKHDWUH as ³RQHH[DPSOHRIIUHHGRPZLWKLQWKH
W\UDQQ\ RI WKH VXUURXQGLQJ VRFLHW\´ 2007, p.9). Grotowski wrote on his politics and support for 
IUHHGRPLQDDUWLFOH³<RXDUHVRPHRQH¶VVRQ´ 
I work, not to make some discourse, but to enlarge the island of freedom which I 
bear: my obligation is not to make political declarations, but to make holes in the 
wall. The things which were forbidden before me should be permitted after me; the 
doors which were closed and double-locked should be opened. (Grotowski, 1989, 
in Slowiak and Cuesta, 2007, p.7; emphasis from source) 
Through his work, Grotowski strove to weaken barriers between people, bringing them hope and 
inspiring them to work for their freedom. 
 *LYHQ *URWRZVNL¶V HDUO\ \HDUV XQGHU PLVHUDEOH FRQGLWLRQV LQ 3RODQG LW ZRXOG VHHP RQO\
natural that he often chose to express real human suffering through his actors' vocal and physical 
expressions, using their sounds and gestures to conYH\ KLV SURGXFWLRQV¶ WKemes of persecution in 
believable ways with sincere authenticity. Grotowski through his actor training adjusted the physical 
exercises he used for each individual, giving them prescribed, specific exercises just beyond their 
abilities, so that they constantly had to challenge themselves. Through his theatrical productions, and 
using realism to highlight human suffering and sacrifice, he seemed to make political statements that 
were grounded in his formative experiences of living under harsh conditions. 
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 $OORI*URWRZVNL¶VSURGXFWLRQVZHUHFOHDUO\SROLWLFDODQGFRQWDLQHGPXOWLSOHDOOXVLRQVWRWKH
human cost of political chaos. One example can be found in his production The Constant Prince, 
where the characters were not dressed in elaborate clothing. The physical semi-nakedness of the 
prince throughoXWWKHSURGXFWLRQZDVLWVHOID³FRVWXPH´ that worked to express the symbolic nature 
of the martyr. (Richie, n.d., p.148) Again, the emphasis was on the actor and his art, and how this led 
to a higher level of interaction with the spectator. He believed that this was central to his theatre; 
³Grotowski feels that the core of the theatre is an encounter between actor and spectator´ (Richie, 
n.d., p.150). 
 After finishing his Theatre of Sources (1976-1982) project, Grotowski left Poland during the 
Martial Law period of 1982. He landed in the USA, where the University of California Irvine 
allowed him to work on his project of the Objective Drama (1983-1986). On a few occasions, he 
went back to Poland on brief visits, to receive an Honorary Doctorate from Wroclaw University in 
1991, and again in 1997 to present Action, ³DIXOO\-IRUPHGUHDOLVDWLRQRIWKHLGHDRI$FWLRQ´ZKLFKLV
WKH SHUIRUPDWLYH VWUXFWXUHZKRVH IRFXV LV WKH ³WRWDO DFW´ RU LQ /HV]HN.RODQNLHZLFV¶VZRUGV WKH
HPERGLPHQW RI ³D WUDQVIRUPDWLRQ RI µWKH QDWXUDO PRUWDO KXPDQ ERG\ LQWR D GLYLQH ERG\¶
VXSHUQDWXUDO LPPRUWDO¶´ (Grotowski.net, 2012n, n.p.). This project is ³QRW DLPHG DW DXGLHQFH
PHPEHUV>@UDWKHULWLVGLUHFWHGDWWKHGRHUV´and is ³DNH\HOHPHQWDQGH[DPSOHRI$UWDVYHKLFOH´
(Grotowski.net, 2012n, n.p.). Action also gives us an indication of Grotowski being influenced by 
Gurdjieff, the Sufi-inspired spiritualist whom I expound upon in chapter five: 
The essence of Action is not the communication of meaning but, rather, the 
transmutation of doers, which Grotowski defined ± XVLQJ *XUGMLHII¶V WHUPV ± as a 
WUDQVLWLRQ µIURP WKHERG\-and-HVVHQFH WR WKHERG\RI HVVHQFH¶ZKLFK LVSRVVLEOH µLQ
outcome of difficult evolution, personal transmutation, which is in some way the task 
RIHYHU\RQH¶. (Grotowski.net, 2012n, n.p.; with quotations from Grotowski) 
 )URPDFORVHLQYHVWLJDWLRQRI*URWRZVNL¶s political activism in the context of his upbringing ± 
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having read extensively about other cultures, having survived under authoritarianism, and having 
travelled to Central Asia and Iran where he encountered Sufis who made great impressions on him ± 
we have a better picture of the ways in which his studies and experiences interweaved to help guide 
him on a path in search of inner truth. We also see how this personal philosophy led him through 
phases of transformation throughout his career in the performing arts. 




E\ WKH ZRUN RI WKH ILUVW JHQHUDWLRQ RI PRGHUQL]HUV RI WKHDWHU 6WDQLVODYVNL &UDLJ
$SSLD 0H\HUKROG &RSHDX ILJXUHV ZKR VHHPHG YHU\ VWUDQJH LQ WKH WKHDWULFDO
ODQGVFDSH RI WKH GD\ 1D]LVP DQG 6WDOLQLVP GHVWUR\HG WKH VHFRQG JHQHUDWLRQ /H
&DUWHO%UHFKW$UWDXGWKHFXOWXUHRIGRXEWDQGUHVHDUFK 









, GRQRW FODLP WKDW HYHU\WKLQJZHGR LV HQWLUHO\QHZ:HDUHERXQG FRQVFLRXVO\RU
XQFRQVFLRXVO\ WR EH LQIOXHQFHG E\ WKH WUDGLWLRQV VFLHQFH DQG DUW HYHQ E\ WKH
VXSHUVWLWLRQVDQGSUHVHQWLPHQWVSHFXOLDUWRWKHFLYLOL]DWLRQZKLFKKDVPROGHGXVMXVW
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DV ZH EUHDWKH WKH DLU RI WKH SDUWLFXODU FRQWLQHQW ZKLFK KDV JLYHQ XV OLIH $OO WKLV






I devote two sub-sections of my thesis and the entire last chapter to Gurdjieff because the 
famous Armenian spiritual leader was greatly inspired by Sufism, and because much has been 
written about the undeniable similarities between him and Grotowski. Grotowski was just sixteen 
when Gurdjieff (1866-1949) died. He first started reading about him after learning about him in 
Ouspensky's book In Search of the Miraculous. (Needleman and Baker, 1996, p.87) Along with 
forty-two other contributors, Grotowski spoke about the significance of Gurdjieff's work in a 1992 
compilation of essays and interviews titled Gurdjieff: Essays and Reflections on the Man and His 
Teachings. (Needleman and Baker, 1996) Examples from the life and works of Grotowski and 
Gurdjieff reveal numerous parallels and similarities, from common travels to similar ideas and 
influences. 
The first of the parallels is the common experience of travelling to areas of Central Asia 
where Sufism had a strong presence, and meeting with spiritual leaders who had enormous 
influences on their lives. ,QKLVDUWLFOHWLWOHG³7KH5HG%DOORRQ´*URWRZVNLZURWH³:HPXVW
pay tribute to our traditions with actions, not words. We must cultivate the seeds of our past, which 
may flourish into QHZYDOXHVRQPRGHUQVRLO´ (Osinski, 1986, p.15). Grotowski's active tribute was 
to take a spiritual journey in search of esoteric knowledge and techniques to bring back this 
NQRZOHGJHRIZKDW*XUGMLHIIFDOOHG³DQFLHQWVFLHQFH´ZKLFh focuses on working on one's self. (de 
Salzmann, 2010, p.295) As mentioned earlier, Grotowski and Gurdjieff both took several journeys to 
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the same regions, including Central Asia, and both focused on self-discipline, oral tradition, and 
precise and exact physical movements (see Parallels in the Practical and Theoretical Work of the 
7ZR³*V´LQFKDSWHUILYH). 
According to Richard Schechner, these similarities were not the result of mere coincidence. 
RDWKHU ³7KH VLPLODULWLHV FDQ EH H[SODLQHG LQ WZR ZD\V (Lther Grotowski took something from 
Gurdjieff or both *V GUHZ IURP WKH VDPH VRXUFHV´ (1996b, p.479). Therefore, it is important to 
emphasize the significance of Central Asian culture in the development of Gurdjieff's practice, as 
this informs our examination of the significance of Central Asian culture to Grotowski's practice. 
It is widely known and has been established with certainty that Gurdjieff's travels to Central 
Asia and his encounters with Sufism made an indelible impression on his practices, teachings, and 
writings. Examples of Central Asian Sufi influence on and parallels with Gurdjieff's practices include 
training in arts and trades (e.g., music, dance, calligraphy, carpet-weaving, and carpentry) (Lefort, 
1966); ritual feasts (Bennett, 1973 & 2002); the transfer of baraka (blessing) and spiritual energy 
from teacher to student (Lefort, 1966); connecting breathing techniques with mental exercises 
%HQQHWW  	  KLV IDPRXV ³6WRS ([HUFLVH´ ZKLFK FDPH IURP WKH 0HYOHYL GHUYLVKHV
(Challenger, 2002); pastoral and group work (Omer, 2013); movements including sacred gymnastics 
and dance (Challenger, 2002); and the use of costumes (Welch, 1924), among others. With respect to 
Gurdjieff's writings, examples of Central Asian Sufi literary influence include rhetorical devices such 
as inversion of logic and time, non-OLQHDUQDUUDWLRQ³LQWKHWUDGLWLRQRIRUDOOLWHUDWXUH´H[DJJHUDWLRQ
imagination, humour, contradiction, and obfuscation of personal identity to instead focus on the 
message (Challenger, 2002, p.26); direct parallels to seminal Sufi classical texts like Hakim Sanai's 
The Walled Garden of Truth (Lefort, 1966); and literary style and content, namely Gurdjieff's use of 
teaching stories in his books Beelzebub's Tales and Meetings with Remarkable Men (Bennett, 1973 & 
2002; Shah, 1984).  
Lastly, many of Gurdjieff's teachings bear striking resemblance to Central Asian Sufi 
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WHDFKLQJV DV DWWHVWHG WR E\ KLV SXSLOV %HQQHWW  HYLGHQFHG LQ KLV WHQHWV VXFK DV ³FRQVFLRXV
labour and intentional sufferLQJ´/H3DJH, n.p.); and exemplified in his direct allusion to the 
1DTVKEDQGL6XILVWXGLHVRIWKHVDPHQDPHWKH³)RXUWK:D\´%HQQHWW	<DJDQ). 
Therefore, it is no secret that Gurdjieff's practices, teachings, and writings were directly influenced 
by the Sufi practices, teachings, and writings he encountered on his travels to Central Asia. 
The most secretive order of Sufis in the region of Central Asia that both Grotowski and 
Gurdjieff visited is named the Naqshbandi. It has been suggested that Gurdjieff was accepted into the 
Naqshbandi school and that he learned their secret teachings.  The Naqshbandi Sufis likely inherited 
WKHNQRZOHGJHRIRQHRIWKHHVRWHULFVFKRROVRIWKH³,QQHU&LUFOH´.KZDMDJDQRU0DVWHUVRI:LVGRP 
who flourished from 950-1450 CE in Central Asia. (Bennett, 1973; Yagan, 1995) It is therefore 
EHOLHYHGWKDWDVKHLUVWRWKLVDQFLHQWNQRZOHGJHWKH1DTVKEDQGL6XILVDUHFRQQHFWHGZLWKDQ³,QQHU
&LUFOH RI+XPDQLW\´ WKDW LV EHKLQG KXPDQNLQG
V HYROXWLRQDU\ GHYHORSPHQW (Bennett, 1973) It has 
been suggested that this particular highly secretive Naqshbandi Sufi order was one of the Central 
Asian Sufi groups that clearly influenced Gurdjieff's practices, teachings, and writings. 
The Sufis in Afghanistan are closely connected with these People, but no one will tell an 
outsider anything more than that these monasteries exist. They say that the only outsider 
to have penetrated into the outer ring of monasteries was a Russian-Greek, George 
Gurdjieff, whose contacts enabled him tREHDFFHSWHGDVDSXSLO>«@6DLGWRKDYHEHHQ
trained by Bahauddin Nakshband, one of the 'outer masters', Gurdjieff mastered some of 
the teachings and tried to teach them in the West. (Scott, 1983, p.168) 
One of the teachings common to both the Sufi tradition and to Gurdjieff's Fourth Way is the 
FRQFHSWRIDQ³,QQHU&LUFOHRI+XPDQLW\´*XUGMLHII
VFRQQHFWLRQZLWK1DTVKEDQGL6XILVPLVFOHDU
and established, and the influence of this particular order of Sufism is reflected in Gurdjieff's 
writings, practices and teachings. 
 While it is clear that both Gurdjieff and Grotowski were influenced by Central Asian 
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philosophies and cultures, the importance of Sufism is less certain in Grotowski's case because of the 
limited amount of documentation on his influences. In Central Asia, Grotowski found the connection 
with the past that he had been looking for, as he expressed in his search for the forgotten. Therefore, 
LW FDQ EH VXJJHVWHG WKDW *URWRZVNL¶V HDUO\ H[SRVXUH WR FHQWUDO $VLDQ SKLORVRSK\ DQG FXOWXUH
including Sufism, had a central role to play in the creation of his style of experimental theatre. It is 
not surprising then, that in 1959 his fledgling theatre company began the process of introducing actor 
training techniques that sought to achieve the organicity he saw in Abdullah in Afghanistan.  
,W LV TXLWH SODXVLEOH WKDW *URWRZVNL¶V HDUOLHVW WKHDWUH EDVHG RQ KLV H[LVWLQJ NQRZOHGJH RI
Central Asian culture, was exploring aspects of actor training centred around methods such as the 
inner circle that were employed in Central Asian cultural ± including Sufi ± practices. Indeed, the 
Central Asian influence that one sees in much of his work at the earliest stages of his Theatre of 
Productions was the direct result of his exposure to spiritual leaders like Abdullah in the 1950s, a 
striking and well-established parallel with Gurdjieff. 
 
Artaud 
 Grotowski first learned about Antonin Artaud (1896 ± 1948) in 1964. Artaud was a French 
theatre director and writer who ³FKDQJHG WKH FRXUVH RI PRGHUQ WKHDWHU DQG VWLOO LQVSLUHV UDdical 
thinkers of many strLSHV´ (Lauerman, 1996, n.p.). &KULVWRSKHU ,QQHV ZULWHV WKDW ³>*URWRZVNL¶V@
Laboratory Theatre has been seen as the UHDOL]DWLRQRI$UWDXG¶VYLVLRQ´ (Innes, 1986, p.278). 
Artaud is famous for his ideas on the Theatre of Cruelty, wheUHLQKH³SXWVIRUZDUGWKHLGHDRI
DJUHDW UHOHDVH D JUHDW WUDQVJUHVVLRQRI FRQYHQWLRQV DSXULILFDWLRQE\YLROHQFH DQG FUXHOW\´ IURP
ZKLFKDFFRUGLQJWR*URWRZVNL³DQDFWRUUHDFKHVWKHHVVHQFHRIKLVYRFDWLRQZKHQHYHUKHFRPPLWV
an act of sincerity, when he unveils himself, opens and gives himself LQDQH[WUHPHVROHPQJHVWXUH´ 
(Grotowski, 1968a, p.124). *URWRZVNL ZRXOG ODWHU GHYHORS KLV LGHD RI WKH ³WRWDO DFW´ DV ³DQ
alternatiYHWRµWKHWKHDWUHRIFUXHOW\¶´ (Grotowski, 1968a, p.125). 
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,Q *URWRZVNL¶V  book, Towards a Poor Theatre, Grotowski describes $UWDXG DV ³DQ
extraordinary visionary, but his writings have little methodological meaning because they are not the 
product of long-term practical investigations. They are an astounding prophecy, not a progUDP´ 
(1968a, pp.23-24). Grotowski clarified his opinion in an article which he wrote about Artaud the 
previous year, WLWOHG³+H:DVQ¶W(QWLUHO\+LPVHOI´, specifically WKDWEHFDXVH$UWDXGGLGQRWKDYH³DW
KLVGLVSRVDOWKHQHFHVVDU\PDWHULDO´WRGHYHORSDPHthodology RUSHUKDSVEHFDXVH³KHKDGJLYHQXS
HYHU\WKLQJRUGHUO\DQGPDGHQRDWWHPSWWRDFKLHYHSUHFLVLRQRUPDVWHU\RIWKLQJV´GXHWRKLVPHQWDO
illness (Grotowski, 1968a, p.123)), ³LWLVLPSRVVLEOHWRFDUU\RXW>$UWDXG¶V@SURSRVDOV>@>EHFDXVH@
Artaud left no concrete technique behind him, indicated no method. He left visions, metaphors [...] 
[and] He spoNHRIWKHPDJLFRIWKHWKHDWUH´ (Grotowski, 1967, in Grotowski, 1968a, pp.120 and 118). 
Grotowski appears to have drawn a great deal of inspiration from Artaud and to have evolved 
KLVLGHDVRQWKHUROHRIP\WKLQWKHDWUHIURPKLVFULWLTXHRIWKH)UHQFKPDQ,Q*URWRZVNL¶VRSLQLRQ 
Artaud intuitively saw myth as the dynamic centre of the theatre performance. [...] He 
also knew that transgression of the P\WKUHQHZHGLWVHVVHQWLDOYDOXHVDQGµEHFDPHDQ
element of menace which re-established the derided norms¶ (L. Flaszen). He did not 
however take account of the fact that, in our age, when all languages intermingle, the 
community of the theatre cannot possibly identify itself with myth, because there is 
no single faith. Only a confrontation is possible. (Grotowski, 1968a, p.121) 
7KHQH[WVHFWLRQRIWKLVFKDSWHUDGGUHVVHV*URWRZVNL¶VYLHZVRQP\WKLQWKHWKHDWUHDQGKLV
call for confrontation with it. A further discussion on Artaud can be found in Chapter Two: Ancient 
7UDGLWLRQDO5LWXDODQG7KRXJKWLQ*URWRZVNL¶V7KHDWUH 
Stanislavsky 
 $QRWKHURI*URWRZVNL¶V LQIOXHQFHVZDV5XVVLDQ WKHDWUHSUDFWLWLRQHU.RQVWDQWLQ6WDQLVODYVNL
(b.1863 ± d.1938), ³IRXQGHU RI WKH ILUVW DFWLQJ µ6\VWHP¶ FR-founder of the Moscow Art Theatre 
(1897- ), and an eminent practitioner of the naturalist school of thought, [who] unequivocally 
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challenged traditional notions of the dramatic process, establishing himself as one of the most 
pioneering thinkers in mRGHUQWKHDWUH´ (Bishop and Jones, 1999, n.p.). In Stanislavski¶VZRUGV 
The program for our undertaking was revolutionary. We protested against the old 
manner of acting and against theatricality, against artificial pathos and declamation, 
and against affectation on the stage, and inferior conventional productions and 
decoration, against the star system which had been a bad affect on the cast, against the 
whole arrangement of plays and against the poor repertoire of the theatres. 
(Stanislavski in Bishop and Jones, 1999, n.p.) 
6WDQLVODYVNL¶V PHWKRG LQ SXUVXLW RI DXWKHQWLFLW\ JUHDWO\ DSSHDOHG WR *URWRZVNL ZKR ZRXOG ODWHU
exhibit the same discipline and search for truth. 
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Section 2: 7KH5LWXDODQG$HVWKHWLF'LPHQVLRQVRI*URWRZVNL¶V7KHDWUe of Productions 
%\*URWRZVNLKDGHQGHGWKHILUVWSKDVHRIKLVZRUNRQWKHSRRUWKHDWUHDQGWKHQ³VHW
RXWWRHOLPLQDWHµWKHLGHDRIWKHDWUH¶´DQG³VRXJKWWRGHYHORSPHDQVIRUOHDGLQJSDUWLFLSDQWVEDFNLQWR




V GLYLVLRQ RI KLVZRUN LQWR ILYH VHSDUDWH SKDVHV IURP DQ
RXWVLGHSHUVSHFWLYHWKHUHOHYDQWGLVWLQFWLRQDSSHDUVWRERLOGRZQWRRQO\WZRKLVZRUN
LQ WKH WKHDWUHZKLFK UHFHLYHGDQHQRUPRXVDPRXQWRI LQWHUQDWLRQDO UHFRJQLWLRQDQG
WKH ZRUN KH EHJDQ DIWHU µOHDYLQJ WKHDWUH EHKLQG¶ ZKLFK KDV EHHQ SHUFHLYHG DV
EHFRPLQJSURJUHVVLYHO\PRUHLVRODWHGDQGREVFXUH3HRSOHRIWKHWKHDWUHKDYHWHQGHG
E\ DQG ODUJH WR PLVLQWHUSUHW WKH SRVW-WKHDWULFDO SKDVHV RI *URWRZVNL
V ZRUN DV





WKH JURXQGZRUN H[SODLQLQJ KLV HDUO\ ZRUN LQ WKH WKHDWUH VR ZH FDQ VHH ODWHU WKDW 6XIL HOHPHQWV
DOUHDG\HQWHUHG*URWRZVNL¶VZRUNVLQKLVSURGXFWLRQWKHDWUHSKDVH%\GHYRWLQJWKHILUVWSRUWLRQRI
WKLVVHFWLRQWR*URWRZVNL¶VYLHZVRQWKHLPSRUWDQFHRIULWXDOVDQGP\WKVIRUKLVSURGXFWLRQSKDVHLW
ZLOO WKHQ EH SRVVLEOH WR HVWDEOLVK WKH ULWXDO-EDVHG IRXQGDWLRQ RI KLV SURGXFWLRQ-SKDVH WKHDWUH
DHVWKHWLFVLQWKHVHFRQGSRUWLRQ 
Ritual and myth LQ*URWRZVNL¶VWKHDWUH 
,Q WKH VFKRODUVKLS RQ WKHDWUH DQG WKH OLWHUDWXUH IURP DQWKURSRORJ\ EDVHG RQ ³FXOWXUDO
'DUZLQLVP´ LW LV JHQHUDOO\ DJUHHG WKDW DW LWV LQFHSWLRQ DQFLHQW WKHDWUHZDV ERUQ RXW RI UHOLJLRXV
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ULWXDOV WKDW UHYROYHG DURXQGP\WKV %URFNHWW DQG+LOG\  SS-5HD +DUWQROO 
S2WKHUWKHRULHVRQWKHRULJLQVRIWKHDWUHH[LVWVXFKDVVWRU\WHOOLQJDQGQDUUDWLYHGDQFHDQGVRQJ
ZKLOH VWLOORWKHU WKHRULVWVSXW IRUWKPXOWLSOHRULJLQV %URFNHWWDQG+LOG\SS-$XWKRU(OL
5R]LN TXHVWLRQV WKH PRVW FRPPRQSODFH DVVXPSWLRQ WKH ³WKHRU\ RI ULWXDO RULJLQ´ DOWKRXJK KH
UHFRJQLVHVDQGOLVWVVHYHUDOSURPLQHQWWKHDWUHVFKRODUVZKRKDYHIXUWKHUHGLWLQWKHLUWH[WVLQFOXGLQJ
3K\OOLV+DUWQROO LQ$&RQFLVH+LVWRU\ RI WKH7KHDWUH  -DFN0LWFKOH\ DQG3HWHU6SDOGLQJ LQ
)LYH7KRXVDQG<HDUVRI7KHDWUHDQG2VFDU*%URFNHWWLQ+LVWRU\RIWKH7KHDWUHDQG
VHYHUDO RWKHU LQWHOOHFWXDOV LQFOXGLQJ5LFKDUG 6FKHFKQHU 5R]LN  SS L[-[:KLOH 5R]LN KDV
SUHVHQWHGVHYHUDOHYLGHQFH-EDVHGDQGFRPPRQ-VHQVHDUJXPHQWVIRUKLV³WKHRU\RIURRWV´DJDLQVWWKH














,QQHV OLVWV*URWRZVNLDPRQJVHYHUDORWKHUVZKR WRRN WKLVDSSURDFKRISULPLWLYLVPRQHKHGHILQHV
ZLWK 
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>«@WZRFRPSOHPHQWDU\IDFHWVWKHH[SORUDWLRQRIGUHDPVWDWHVRUWKHLQVWLQFWLYHDQG
VXEFRQVFLRXVOHYHOVRIWKHSV\FKHDQGWKHTXDVL-UHOLJLRXVIRFXVRQP\WKDQGPDJLF
ZKLFK LQ WKH WKHDWUH OHDGV WRH[SHULPHQWVZLWK ULWXDODQG WKHULWXDOLVWLFSDWWHUQLQJRI
SHUIRUPDQFH,QQHVSS- 
1RWZLWKVWDQGLQJ WKH QHJDWLYH FRQQRWDWLRQV ,QQHV XVHV IRU H[DPSOH ZKHQ KH UHIHUV WR ³$QWRQLQ
$UWDXG¶V SUHWHQWLRXV FODLP WR D µ+RO\ 7KHDWUH¶´ KLV FDWHJRULVDWLRQ LV FRQYLQFLQJ DQG SURYLGHV DQ
LQIRUPDWLYHFRQWH[WIRU*URWRZVNL¶VSODFHLQWKLV³QHWZRUNRIFURVV-IHUWLOL]DWLRQ´,QQHVSS
	 
$GGLWLRQDO WR *URWRZVNL¶V OLNHO\ LQIOXHQFHV E\ SHHUV DQG SUHGHFHVVRUV LQ WKH ³SULPLWLYLVP
QHWZRUN´ DV QDPHG E\ ,QQHV KLV RZQ RSLQLRQ RQ WKH UROH RI ULWXDO DQG P\WK LQ PRGHUQ WKHDWUH
HYROYHGODUJHO\WKURXJKDSURFHVVRIWULDODQGHUURU,QQHDUWKHHQGRIKLVILUVWSKDVHRIZRUN







P\WKV LPDJHV OHLWPRWLIV HQJUDLQHG LQ D FXOWXUH VR DV WR UHYHDO WKHPDQGEULQJ WKHPEDFN WR OLIH
*URWRZVNLQHWEQSEXWZKHQWKLVDSSURDFKIDLOHGWRZRUNRQWKHPDMRULW\RIKLVDXGLHQFH
PHPEHUVKH UHDOLVHGKHQHHGHG WRJRGHHSHU WKDQP\WKV WRDQHYHQPRUHSULPRUGLDODSSURDFK WR
ILQGWKH6RXUFHRI7UXWK±HYHQPRUHEDVLFIXQGDPHQWDODQGWKHUHIRUHWUXHWKDQWKRVHKXPDQWUXWKV
IRXQG LQP\WKV 7KH ILUVW DQG VHFRQG DSSURDFKHVZLOO EH H[SODLQHG IXUWKHU EHORZZKLOH WKH WKLUG
DSSURDFKXQIROGVWKURXJKRXWWKHJUHDWHUSDUWRIP\WKHVLV7KDWLVE\WKHHQGRIP\WKHVLV,KRSH,
ZLOOKDYHGHPRQVWUDWHG WKDW WKHFKURQLFOHVRI*URWRZVNL¶V MRXUQH\RQDSDWK WR ILQG WKH6RXUFHRI
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7UXWKLQQXPHURXVWUDGLWLRQDOFXOWXUHVRYHUVHYHUDOGHFDGHVLQGLFDWHVDVLJQLILFDQWHPSKDVLVRQ6XIL
ZLVGRPRQHZKLFK , LQWHQG WREULQJ LQWRFOHDUHU IRFXV7RXQGHUVWDQGEHWWHUZK\KHVXEVHTXHQWO\
XQGHUWRRNVXFKDQHIIRUWLQVHDUFKRI7UXWKZHPXVWILUVWDSSUHFLDWHZK\WKHILUVWWZRDSSURDFKHVWR




H[SHULPHQWV WR DQFLHQW IRUPV RI ULWXDO DUWV DQG WKHDWUH FRQFHSWV (LWKHU GLUHFWO\ RU LQGLUHFWO\
*URWRZVNL¶VZRUNDQGSKLORVRSK\RQHOHPHQWVRI WKHDWUHVXFKDVDFWRUV VSHFWDWRUVDQG WKHXVHRI
SURSVOLJKWVPXVLFFRVWXPHDQGVSDFHZHUHLQIOXHQFHGE\ULWXDOV:ROIRUGG6FKHFKQHUDQG
:ROIRUG*HRUJHV 
$FFRUGLQJ WR *URWRZVNL ULWXDO ZDV XQLTXH IRU LW JDYH ³WKH VSHFWDWRU >«@ D UHQHZHG
DZDUHQHVVRIKLVSHUVRQDOWUXWKLQWKHWUXWKRIP\WK´DQGKHZDVGHWHUPLQHGWRUHYLYHLWIRUPRGHUQ
DXGLHQFHV *URWRZVNL D S *URWRZVNL YLHZHG ³WKH WKHDWUH DV D VHFXODU ULWXDO WR ZKLFK
VSHFWDWRU-ZLWQHVVHVZHUHDGPLWWHG>@ WRPDNH WKHDFWRUVDQG WKHDXGLHQFHFRQIURQW WKHPVHOYHV LQ





$OWKRXJK LQ YDU\LQJ GHJUHHV HYHU\ SHUVRQ DQG DFDGHPLF GLVFLSOLQH LV YXOQHUDEOH WR WKH
VXEMHFWLYLW\ RI VHOHFWLYH PHPRU\ QRVWDOJLD DQG ELDVHG KLVWRU\ /RZHQWKDO  VRFLRORJLFDO
OLWHUDWXUH RQ VKDUHG ³VRFLDO IDFWV´ LQGLFDWLYH RI WKH ³KLYHPLQG´ ³JURXSPLQG´ ³PDVVPLQG´ DQG
³VRFLDOPLQG´UHJDUGLQJFXOWXUDOKRPRJHQHLW\DQGFROOHFWLYHJURXSFRQVFLRXVQHVV(PLOH'XUNKHLP
 LQGLFDWHV WKDW FXOWXUDOO\ KRPRJHQHRXV JURXSV KDYH FRPPRQ XQGHUVWDQGLQJV RU VKDUHG
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DZDUHQHVVHV /XNHV  ³7UDGLWLRQDO´ DV RSSRVHG WR WKH PRUH GHURJDWRU\ WHUP ³SULPLWLYH´
>6FKHFKQHU@WKHDWUH¶VELUWKLQWKHDJHRIDQWLTXLW\FDPHDWDWLPHZKHQFRPPXQLWLHV¶VKDUHG




WKHP\WK SHUKDSV WKH DUFKHW\SH DFFRUGLQJ WR WKH WHUPLQRORJ\ RI -XQJ RU ± LI \RX
ZDQW±WKHFROOHFWLYHUHSUHVHQWDWLRQRUWKHSULPLWLYHWKRXJKWVWKDWFDQEHXVHGKHUHDV
DQ\ GHILQLWLRQ 6LQFH ± GHHS LQ RXU PLQG ± ZH ZHUH QRW NHHQ RQ UHVXVFLWDWLQJ WKH
UHOLJLRXVWKHDWUH LWZDVUDWKHUDULWXDODWWHPSWHGIRU WKHOD\PDQ*URWRZVNLE
S 
:LWK WKH DGYHQW RI LQGLYLGXDOLVDWLRQ KRZHYHU EHOLHIV DQG LGHQWLWLHV EHFDPH PXFK PRUH
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UHFRQVWUXFWLRQRI ULWXDO WRGD\ LVQRWSRVVLEOH>«@7KHUHIRUH , UHWDLQHG WKDW LWZRXOG
QRW EH SRVVLEOH WR UHVXVFLWDWH >LQ@ WKHDWUH WKH ULWXDO IRU WKH DEVHQFH RI DQ H[FOXVLYH




SDUWLFLSDWLRQ WKHUHIRUH LW LVQHFHVVDU\ WRDEDQGRQ WKH LGHDRI WKH ULWXDO WKHDWUH$QG
VWHSDIWHUVWHSZHZHUHDZD\IURPWKLVLGHD*URWRZVNLES 
2UDV:ROIRUGVD\V 
*URWRZVNL UHDOL]HG WKDW LGHQWLILFDWLRQZLWKP\WKZDV LPSRVVLEOH LQDQHUDQR ORQJHU
XQLWHGE\Dµ³FRPPRQVN\´RIEHOLHI¶DQGWKDWFRQIURQWDWLRQZLWKP\WKZDVWKHRQO\




6LQFH SHRSOH LQPRGHUQ WLPHV QR ORQJHU JLYH GHIHUHQFH WR XELTXLWRXVP\WKV DQG VLQFH KH
SUHGLFWHGWKH³LQHYLWDEOHGHFOLQHRIUHOLJLRQ´*URWRZVNLFDOOHGIRUDQHZ³VHFXODUVDFUXP´LQOLHXRI
WKH UHOLJLRXV VDFUXP RI DQWLTXLW\ WR DOORZ IRU WKH UHVWRUDWLRQ RI WKH ULWXDO IXQFWLRQ RI WKHDWUH
*URWRZVNLDS+HORRNHGWR³JUHDWZRUNV´KLVWRULFDOZRUNVRIOLWHUDWXUHIRUVHFXODUP\WKV
WRUHSODFHWKHUHOLJLRXVP\WKVRIDQFLHQWULWXDOWKHDWUHEHFDXVH³,QWKHSHUVSHFWLYHRIDUWWKHZRUNV
DUHDOZD\VDOLYH´*URWRZVNLDS+LVSURGXFWLRQV WHQGHG WRIRFXVRQ WKHP\WKV WKHPHV
DQG DUFKHW\SHV WKDW DUH XELTXLWRXV WKURXJKRXW KXPDQNLQG¶V KLVWRU\ E\ VWULSSLQJ WKHP RI DQ\
LGHQWLI\LQJ HOHPHQWV RI VSHFLILF WLPHV RU SODFHV DQG LQVWHDG IRFXVLQJ RQ WKH FRUH FRQIURQWDWLRQ
*URWRZVNL D S 7KHUHIRUH KLV FKDUDFWHUV DQG HYHQWV V\PEROLVHG WKH XQLYHUVDO FRQIOLFWV
FRPPRQWRGLIIHUHQWVRFLHWLHV,QKLVZRUGV 
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7KH VWUHQJWK RI JUHDWZRUNV UHDOO\ FRQVLVWV LQ WKHLU FDWDFO\VPLF HIIHFW WKH\ RSHQ
GRRUVIRUXVVHWLQPRWLRQWKHPDFKLQHU\RIRXUVHOI-DZDUHQHVV>@WKHDXWKRU
VWH[W
LV D VRUW RI VFDOSHO HQDEOLQJXV WRRSHQRXUVHOYHV WR WUDQVFHQGRXUVHOYHV WR ILQG
ZKDW LVKLGGHQZLWKLQXVDQGWRPDNHWKHDFWRIHQFRXQWHULQJWKHRWKHUV LQRWKHU
ZRUGVWRWUDQVFHQGRXUVROLWXGH*URWRZVNLDS 
*URWRZVNL ZHQW IXUWKHU WR VXJJHVW SRVVLEOH URXWHV IRU D UHWXUQ WR ULWXDO LQ WKHDWUH
FRQIURQWDWLRQZLWKP\WKDQG³WKHYLRODWLRQRI WKH OLYLQJRUJDQLVP´ *URWRZVNL DS7KH




DOOHJLDQFH 7KHUHIRUH *URWRZVNL DGYRFDWHG FRQIURQWDWLRQ ZLWK DQG GHULVLRQ RI WKHVH P\WKV RU
DUFKHW\SHV³ZKLFKPLJKWEHFRPHVRPHWKLQJFRQYHQWLRQDORUGHDG>«@VRPHWKLQJGHHSO\URRWHGLQD
FLYLOLVDWLRQ¶V FXOWXUH´ DQG WKXV WR VWULNH DW FRUH WUXWKV RI WKH KXPDQ FRQGLWLRQ ILUVW GHULVLRQ DQG
LQVWLJDWH SULPDO KXPDQ UHDFWLRQV LQ VSHFWDWRUV WR HOHYDWH RU EULQJ WKH P\WKV EDFN WR OLIH WKHQ
DSRWKHRVLV*URWRZVNLQHWEQS$GGLWLRQDOO\FRQIURQWDWLRQZLWKP\WKVVHUYHVDVDSRLQWRI
UHIHUHQFHRU³URRW´ZLWKZKLFKWRUHODWHSULYDWHH[SHULHQFHVDQGPRGHUQSUREOHPV)RU*URWRZVNL
WKHVH SULPRUGLDO P\WKV FRXOG EH ORFDWHG LQ FODVVLF WH[WV WKDW KDG VWRRG WKH WHVW RI WLPH IRU WKHLU





*URWRZVNL¶VZRUNZLWK ULWXDO DQGP\WK FDUULHG RYHU IURPKLV SURGXFWLRQ SKDVH WR KLV ODWHU
SRVW-SURGXFWLRQZRUN ,Q WKH VXPPHU RI  MXVW EHIRUH WKH VWDUW RI KLV WKLUG SKDVH 7KHDWUH RI
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,Q WKLV SRUWLRQ RI WKH VHFRQG VHFWLRQ RI FKDSWHU RQH ZH ZLOO ORRN DW WKH DHVWKHWLFV RI
*URWRZVNL¶VWKHDWUHZLWKHPSKDVLVRQWKHEDVLFLPSRUWDQFHRIP\WKDQGULWXDOVDQGWKHLUDSSOLFDWLRQ
*URWRZVNL¶V DSSURDFK WR WKHDWUH ZDV FRPSOHWH DQG HQFRPSDVVHG HYHU\ SRVVLEOH HOHPHQW RI
SHUIRUPDQFHIURPWKHULJRUVRIKLVDFWRUWUDLQLQJWRKLVWDNHRQVWDJLQJDQGWKHUROHRIVSHFWDWRUV






RUGHU WR WHVW RXW GLIIHUHQW ZD\V WR KDQGOH KLV DFWRUV VWDJLQJ DQG VSHFWDWRUV FXOPLQDWLQJ LQ WKH
RYHUDOO DHVWKHWLFV RI KLV WKHDWUH 6FKHFKQHU WHOOV XV WKDW*URWRZVNL¶V VWUDWHJ\ZDV WR HPSOR\ WKHVH
YDULDEOHVWRFUHDWHDYDULHW\RI³FRQWUDVWV´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 







E\ DQG WKURXJK WKH DFWRU KLPVHOIZKRPKH GLVWLQJXLVKHV DV HLWKHU D FRXUWHVDQ DFWRU RU D KRO\
DFWRU*URWRZVNLDSS	7KHFRXUWHVDQDFWRULVKHZKRH[SORLWVKLVERG\RQVWDJHIRU






ERG\ EXW VDFULILFHV LW +H UHSHDWV WKH DWRQHPHQW KH LV FORVH WR KROLQHVV
*URWRZVNLDS 
7KHUHIRUHHYHQDFRXUWHVDQDFWRUFDQEHFRPHDKRO\DFWRULIKHHPEDUNVRQWKHQHFHVVDU\SURFHVVRI
VDFULILFH SXUJLQJ KLPVHOI RI KLV H[WHUQDO OD\HUV DQGPDVNV DOWKRXJK LW ZLOO QHYHU EH SRVVLEOH WR
UHPRYH³DOOWUDFHVRIWKHµFRXUWHVDQ¶LQWKHµKRO\¶DFWRU´*URWRZVNLDS 
*URWRZVNL¶V ³KRO\ DFWRU´ WUDLQLQJ WR EH H[SODLQHG PRUH LQ WKH QH[W FKDSWHU $QFLHQW
7UDGLWLRQDO5LWXDODQG7KRXJKWLQ*URWRZVNL¶V7KHDWUHHPSOR\VDULJRURXVV\VWHPRISK\VLFDODQG
PHQWDO H[HUFLVHV DLPHG DW UHPRYLQJ DQ\ EDUULHUV WR RQH¶V SXUHVW IRUP RI H[SUHVVLRQ *URWRZVNL
D2QHJRDOLVWKHHUDGLFDWLRQRIDQ\KHDY\FRJQLWLYHORDGRULQWHQVHFRQFHQWUDWLRQRQWKRXJKW
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SURFHVVHVZKLFKRQO\VHUYHV WR LPSHGH WKHH[SUHVVLRQRIRQH¶VSXUHVWSV\FKLF LPSXOVHV WKHUHIRUH
*URWRZVNLZHQWVRIDUDVWRLQWHUUXSWKLVDFWRUVZKHQKHQRWLFHGWKHPWKLQNLQJ*URWRZVNLD




WR EH H[SODLQHG IXOO\ LQ WKH QH[W FKDSWHU WR VDFULILFH KLPVHOI WKDW LV WR UHPRYH DOO SK\VLFDO DQG





DUH VRPHWKLQJ RI D ULWXDO SXULILFDWLRQ DQG VHOI-VDFULILFH WKRXJK QRW LQ WKH SUHVFULSWLYH VHQVH RI








WKLV GHOLQHDWLRQ EHWZHHQ UHDOLW\ DQG WKHDWUH LV WKH FKRUXV LQ WKH$WWLF WUDJHG\ZKLFK DFFRUGLQJ WR
-DVSHU *ULIILQ VHUYHG VHYHUDO IXQFWLRQV LQFOXGLQJ WKH FROOHFWLRQ RI D JURXS RI ³RWKHUV´ XVXDOO\
IRUHLJQHUVWRVHWDSDUWIURPERWKWKHDXGLHQFHDQGWKHVDFUHGVSDFHRIWKHVWDJH 
3HUKDSV WZRRI WKH WKLUW\-WKUHHVXUYLYLQJ WUDJHGLHVKDYHFKRUXVHVFRPSRVHGRI$WWLF
  91 
FLWL]HQV >@$JDLQZHPLJKW QRW KDYH WKRXJKW LW VR REYLRXV WKDW WKH SXUSRVHRI DOO
WKRVHH[RWLFJURXSVRIFKDUDFWHUVZDVWRUHSUHVHQWLQDQ\VLPSOHDQGVWUDLJKWIRUZDUG
ZD\WKHFROOHFWLYHFLWL]HQERG\*ULIILQS 
7KLV ³RWKHUQHVV´ RI WKH FKRUXV LV VXSSRUWHG E\ *HRUJHV ZKR ZULWHV WKDW RQH LPSRUWDQW
IXQFWLRQWKHVHFKRUXVPHPEHUDFWRUVVHUYHGZDVWRHPERG\WKHWUXWKVRIWKHZRUNDQGVDFULILFHWKHLU
ERGLHV WR UHYHDO WKH ³VHFXODU VDFUXP´ WR WKH VSHFWDWRUV XVLQJ SK\VLFDO UHSUHVHQWDWLRQV IUHH RI
FRQVFLRXVQHVV RI RU DWWHQWLRQ WR WKH ³QRUPV´ RI KXPDQ EHKDYLRXU ,QGHHG WKHVH SK\VLFDO




VHVVLRQ RU ³VSLULWXDO SV\FKRWKHUDS\´ ,QQHV  S 3HUIRUPLQJ DV DQ DFWRU LQ KLV WKHDWUH
DOORZHG RQH WRZUHVWOHZLWK WKHPVHOYHV E\ZD\ RI WKH FKDUDFWHU 6FKHFKQHUZULWHV ³7KLV LVZKDW
*URWRZVNLFDOOVµSV\FKLFSHQHWUDWLRQ¶WKHSHUIRUPHUXVLQJµKLVUROHDVLILWZHUHDVXUJHRQ¶VVFDOSHO
WR GLVVHFW KLPVHOI´ 6FKHFKQHU  >@ S7KURXJK DPHUFLOHVV SURFHVV RI VDFULILFH DQG





H[SRVXUH ZKHQ WKHLU ³HVVHQFH´ LV UHYHDOHG DQG LV WKXV ³HQDEOHG >«@ WR UHFLSURFDWH LQWHUQDOO\´
.XPLHJD  S ,W LV FOHDU WKHQ ZK\ *URWRZVNL OLNHQHG KLV WKHDWUH SHUIRUPDQFHV WR
SV\FKRWKHUDS\VHVVLRQV 
 6FKHFKQHUWRRNLQVSLUDWLRQIURP*URWRZVNL¶VWKHPHRIFRQIURQWDWLRQLQUHODWLRQWRWKHUDS\IRU
KLV DFWRU WUDLQLQJ ,Q D FKDSWHU WLWOHG ³7KHUDS\´ 6FKHFKQHU GHVFULEHV 7KH 3HUIRUPDQFH *URXS¶V
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73* XVH RI ³HQFRXQWHU JURXS WKHUDS\´ DQG ³µFRQIURQWDWLRQV¶ D WHUP WDNHQ IURP WKHUDS\ DQG
*URWRZVNL >ZKHUHE\@7ZR RUPRUH SHRSOH IDFH HDFK RWKHU DQG VD\GRZKDW WKH\ IHHO DERXW HDFK
RWKHU´6FKHFKQHU>@S7KLVPHWKRGZDVQRWGRQHLQIURQWRIVSHFWDWRUVEXWDVSDUW
RIWKHLUWUDLQLQJDQGUHKHDUVDOV 
 $FFRUGLQJ WR ,QQHV *URWRZVNL¶V DSSURDFK WR DFKLHYLQJ KLV FRQWUDGLFWRU\ LGHDO RI D +RO\
7KHDWUH LV ³PHVVLDQLF´ DQG WKH YHU\ QRWLRQ RI WKH 7KHDWUH RI*URWRZVNL LV ³LURQLF´ ,QQHV 




IRFXV IURP KLV HDUOLHVW SURGXFWLRQV %XW WKLV LUUHGXFLEOH EDVLV LV QRW VSHFLILFDOO\
WKHDWULFDO ,Q SODFH RI GHYHORSLQJ WHFKQLTXHV IRU HIIHFWLYHQHVV LQ VWDJH SUHVHQWDWLRQ
DFWRUWUDLQLQJZDVGHVLJQHGWRIUHHSHUIRUPHUVIURPLQKLELWLQJUHSUHVVLRQVZKLOHWKH
DLP RI SXEOLF SHUIRUPDQFHV ZDV WR KDYH DQ HTXLYDOHQW HIIHFW RQ VSHFWDWRUV 7KH
SUHPLVH LV 
DXWKHQWLFLW\
 5HPRYLQJ WKH GLVWLQFWLRQ EHWZHHQ DFWRU DQG DXGLHQFH
EHFRPHVWKHORJLFDOFRQFOXVLRQ7KHHQGUHVXOWVSLULWXDOSV\FKRWKHUDS\,QQHV
S 
Body-Memory as a Ritual Concept 
$OWKRXJKWKHDERYHSURFHVVRIGHYHORSLQJULWXDOSHUIRUPHUVLQYROYHVFRQVFLRXVDQGGHOLEHUDWH
HIIRUW WKH UHVXOW LV DQDXWRPDWLFQDWXUDO HIIRUWOHVVH[SUHVVLRQRISHUIRUPDQFH-VHTXHQFHV WKDWKDYH
FRPHWREHSURJUDPPHGLQWRWKHHQWLUHERG\DQGDOORILWVSDUWVDVDPHPRU\7KLVLVZKDW*URWRZVNL
UHIHUUHGWRDVERG\-PHPRU\WKHSURGXFWRIDQLQWHQVLYHDQGV\VWHPDWLFSURFHVVRIWUDLQLQJWRGHYHORS
DQ DELOLW\ WR PRYH ZLWKRXW FRQVFLRXV WKRXJKW D ERG\ WKDW UHDFWV DQG PRYHV VSRQWDQHRXVO\ RQ
LPSXOVHDQGUHIOH[³QRWWKURXJKFRQVFLRXVPDQLSXODWLRQEXWWKURXJKDVXEPLVVLRQDOHWWLQJJRWKH
FHVVDWLRQ RI VWUXJJOH´ /DVWHU  S One FDQQRW SRVVHVV ERG\-PHPRU\ WKH\ DUH ERG\-
PHPRU\³µ,W¶s you unrepeatable, singular, you in the totality of your nature; you carnal, you stripped 
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EDUH$QGDWRQFHDOVRLW¶V\RXWKHHPERGLPHQWRIDOORWKHUVDOOEHLQJV DOORIKLVWRU\¶´*URWRZVNL
in Laster, 2012, p.227) 













7KH ULWXDO SHUIRUPHU¶V WUDQVIRUPDWLRQ GHSHQGV RQ KDYLQJ D ULWXDO DWPRVSKHUH LQIXVHGZLWK
EHOLHI LQ DQG GHYRWLRQ WR WKH SHUIRUPDQFH 7KLV LQWHUSOD\ EHWZHHQ WKH LQQHU VHOI DQG RXWHU
HQYLURQPHQWUHIOHFWVZKDW*URWRZVNLFDOOHGWKHHOHPHQWRI³IORZ´WKDWKHHQGHDYRXUHGWRFXOWLYDWHLQ
KLVSHUIRUPHUVWKURXJKH[HUFLVHV:LWKLQHYHU\DFWRU¶VQDWXUH*URWRZVNLVDZDQLPSXOVHDQRUJDQLF
IORZRIFUHDWLYLW\ WKDWPDWHULDOLVHV LQ VRXQGH[SUHVVLRQDQGDUWLVWLFFUHDWLRQ ,QRUGHU WRHIIHFWDQ
DWPRVSKHUHFRQGXFLYHWRWKLVWUDQVIRUPDWLRQWKHULWXDOSHUIRUPHUPXVWPDNHRWKHUVEHOLHYHDQG³EX\
LQ´WRWKHSHUIRUPDQFH7KDWLVWKHULWXDOSHUIRUPHUKDVWRFXOWLYDWHDQDWPRVSKHUHRIULWXDO 
$W WKHLU URRW*URWRZVNL¶V DFWRU WUDLQLQJ H[HUFLVHVZHUH GHVLJQHG WR GLVVROYH WKH EORFNDJHV
ZLWKLQIUHHWKHLPSXOVHVDQGWKXVDOORZIRUWKHFUHDWLRQRID³IORZ´IURPZLWKLQ7KHULWXDOSURFHVV
UHTXLUHV WKDW WKH DFWRU VXUUHQGHU WR WKLV WUDQVIRUPDWLRQ VR DV WR DOORZ IRU WKH IORZ RI DFWLRQ
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&VLNV]HQWDPLKDO\LD+XQJDULDQSV\FKRORJ\SURIHVVRUUHIHUVWRWKLV³IORZ´DV³WKHPHUJLQJRIDFWLRQ
DQGDZDUHQHVV$SHUVRQLQWKHIORZKDVQRGXDOLVWLFSHUVSHFWLYHKHLVDZDUHRIKLVDFWLRQVEXWQRWRI








RI WKHLU UROHV DV ZLWK WKH FRROLQJ-GRZQ ULWXDOV LQ %DOL OLNH VSULQNOLQJ ZLWK KRO\ ZDWHU LQKDOLQJ







IURP GDLO\ OLIH WKURXJK LQQRYDWLRQV LQ WKH XVH RI SURSV DQG VSDFH:KHUHDV FRQYHQWLRQDO WKHDWUH
XWLOLVHVGHFRUDWLRQV SURSV DQGFRVWXPHV WR LPLWDWH VFHQHV IURP UHDO OLIH*URWRZVNL¶VRPLVVLRQRI




7R *URWRZVNL WKHDWUH ZDV FRPSOHWHO\ GLIIHUHQW WR FLQHPD WKHUHIRUH LW VKRXOG QRW WU\ WR
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ZLWKRXW PDNH-XS ZLWKRXW DXWRQRPLF FRVWXPH DQG VFHQRJUDSK\ ZLWKRXW D VHSDUDWH
SHUIRUPDQFH DUHD VWDJH ZLWKRXW OLJKWLQJ DQG VRXQG HIIHFWV HWF ,W FDQQRW H[LVW
ZLWKRXW WKHDFWRU-VSHFWDWRU UHODWLRQVKLSRISHUFHSWXDOGLUHFW µOLYH¶FRPPXQLRQ7KLV
LV DQ DQFLHQW WKHRUHWLFDO WUXWK RI FRXUVH EXW ZKHQ ULJRURXVO\ WHVWHG LQ SUDFWLFH LW
XQGHUPLQHVPRVWRIRXUXVXDOLGHDVDERXWWKHDWUH>@1RPDWWHUKRZWKHDWUHH[SDQGV
DQGH[SORLWV LWVPHFKDQLFDO UHVRXUFHV LWZLOO UHPDLQ WHFKQRORJLFDOO\ LQIHULRU WR ILOP
DQGWHOHYLVLRQ*URWRZVNLLQ6FKHFKQHUS 






GRZQ SHUIRUPDQFHV 6FKHFKQHU DQG:ROIRUG  +H UHJDUGHG VWDJH PDWHULDOV DV XQQHFHVVDU\




WKHRWKHUYLVXDODUWV´ &UR\GHQS UHVXOWLQJ LQD³VWULSSHG´VWDJHZLWKRQO\ DYXOQHUDEOH
DFWRU,PSOHPHQWLQJWKLVSKLORVRSK\LQKLV³ODERUDWRU\´LQ3RODQGPHDQWWKDWDFWRUVZRUHSODLQEODFN
UHKHDUVDO FORWKHV LQVWHDG RI FRVWXPHV DQG WKDW VWDJLQJ ZDV VWULSSHG EDFN WR WKH EDUH PLQLPXP
6FKHFKQHUDQG:ROIRUG7KHFRPSOHWHHPSKDVLVRQWKHDFWRUVPHDQWWKDWWKH\QHHGHGWRKDYH
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IXOOFRQWURORYHUWKHLUERGLHVDQGYRLFHVZKLFKQHFHVVLWDWHGULJRURXVH[HUFLVHV,QUHMHFWLQJHODERUDWH
VWDJLQJDQGHIIHFWV*URWRZVNL UHYHUVHG WKH WUHQGIURPWKHWKFHQWXU\IRUJRUJHRXVFRVWXPHVDQG
VWDJLQJ $Q\ OLJKWLQJ RU VHWV WKDW *URWRZVNL XVHG ZDV PLQLPDO DQG VHFRQGDU\ WR WKH DFWRUV
)XUWKHUPRUHE\H[WHQVLRQIURPKLVFRQFHSWRIWKHVDFUHGQHVVRU³SULHVWKRRG´RIWKHDFWRU*URWRZVNL











FRQWURYHUV\ RYHU KLV VWDJH GHVLJQ RI 7KH &RQVWDQW 3ULQFH ZKHUHLQ KH VHSDUDWHG DFWRUV IURP
VSHFWDWRUV ³7KH URRP ZDV FRQVWUXFWHG VR WKDW WKH DXGLHQFH ZDV DOPRVW KLGGHQ EHKLQG D ZDOO´
6FKHFKQHUDQG+RIIPDQS*URWRZVNLVWDWHG 
,DPDOZD\VUHDG\WREHDWUDLWRU WRDQ\H[FOXVLYHUXOH ,W LVQRWHVVHQWLDO WKDWDFWRUV




V WKHRSSRVLWHRIZKDWRQHPLJKWH[SHFW%XW LI WKHVSHFWDWRUVSOD\
WKHUROHRIVSHFWDWRUVDQG WKDW UROHKDVD IXQFWLRQZLWKLQ WKHSURGXFWLRQ WKHSV\FKLF
FXUWDLQYDQLVKHV6FKHFKQHUDQG+RIIPDQS 
,Q*URWRZVNLDFFHSWHGWKHUROHRIVWDJHGLUHFWRULQ/XGZLN)ODV]HQ¶VVPDOO7KHDWUHRI
  97 
5RZVLQ2SROH6FKHFKQHUF*URWRZVNLQHWP7ZR\HDUVODWHULQ*URWRZVNL




DV  WKH WHUP ³HQYLURQPHQWDO WKHDWUH´ ZDVQ¶W SRSXODUL]HG XQWLO WKH HDUO\ V WKDQNV WR
6FKHFKQHU¶VZULWLQJVRQWKHQRQ-IURQWDOVSHFWDWRU-LQFRUSRUDWLYHWKHDWUHDVZHOODVWKHZRUNVRI³KLV






%XW*URWRZVNLGLGQRWEHOLHYH WKDWPHUHO\ UHPRYLQJ WKHSK\VLFDO VSDFHEHWZHHQVSHFWDWRUV
DQGDFWRUVFRXOGQHFHVVDULO\EULQJDERXWGLUHFWSDUWLFLSDWLRQ 
$V LI E\ PLQJOLQJ WKH DFWRUV DQG WKH VSHFWDWRUV ZH FRXOG EULQJ DERXW GLUHFW
SDUWLFLSDWLRQ([SHULHQFHSURYHVWKDWE\SXWWLQJDGLVWDQFHEHWZHHQWKHDFWRUVDQGWKH
VSHFWDWRUV LQ VSDFH RQH RIWHQ UHGLVFRYHUV D >SV\FKLFDO@ SDUHQWKHVLV LQ RULJLQDO
SUR[LPLW\ EHWZHHQ WKHP DQG LQYHUVHO\ WKH EHVWPHDQV RI FUHDWLQJ D VRUW RI DE\VV
EHWZHHQWKHPLVWRKDYHWKHPPLQJOHLQVSDFH 




DJH ZKHQ QHLWKHU D FRPPXQDO IDLWK H[LVWV QRU DQ\ OLWXUJ\ URRWHG LQ WKH FROOHFWLYH
SV\FKHDV DQD[LV IRU ULWXDO *URWRZVNL LQ)XPDUROL*URWRZVNLDQG5HDYH\ 
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S 
,Q  WKH 7KHDWUH RI  5RZV ZDV UHQDPHG WKH /DERUDWRU\ 7KHDWUH RI  5RZV
6FKHFKQHU F S*URWRZVNL HPSOR\HG DQ DUFKLWHFW*XUDZVNL WR UHGHVLJQ WKH WKHDWUH DQG
UHDUUDQJH WKH VSDFHV IRU VSHFWDWRUV DQG SHUIRUPHUV VXFK WKDW HYHQ VSHFWDWRUV ZKR KDG DOUHDG\
DWWHQGHGDSURGXFWLRQDWWKH/DERUDWRU\7KHDWUHRI7KLUWHHQ5RZVZRXOGEHXQFHUWDLQRIZKHUHWKH\
VKRXOG VLW ZKHQ HQWHULQJ D QHZ SURGXFWLRQ %\ UHRUJDQLVLQJ WKH WKHDWUH VSDFH *URWRZVNL DQG
*XUDZVNL FKDOOHQJHG VSHFWDWRUV¶ DVVXPSWLRQV DQG SHUKDSV PDGH WKHP IHHO XQFRPIRUWDEOH RU
XQFHUWDLQRIWKHLUH[SHFWHGEHKDYLRXUWKXVUHFRQILJXULQJWKHLUFRQFHSWLRQVRIWKHLUHQYLURQPHQWDQG
LQVWLJDWLQJDIXQGDPHQWDOSV\FKRORJLFDODQGSK\VLFDOEUHDNIURPWKHLURUGLQDU\OLYHV6RPHWLPHVWKH
VHDWLQJ DUUDQJHPHQWV LQWHJUDWHG DOO RFFXSDQWV RI WKH WKHDWUH ZKLOH VRPHWLPHV WKH\ PDGH WKHP
SK\VLFDOO\ FORVH \HW SV\FKRORJLFDOO\ GLVWDQW VHH EORFN TXRWH DERYH *URWRZVNL LQ )XPDUROL
*URWRZVNL DQG 5HDYH\  S 7KH HIIHFW RI WKLV UHRUJDQLVDWLRQ ZDV WR FRQWULEXWH WR WKH
GLYLVLRQ EHWZHHQ WKH SURIDQH DQG WKH VDFUHG DQG DOORZ IRU ULWXDO WR HQWHU WKH GUDPDWLF VSDFH %\
VHSDUDWLQJWKHVDFUHGDQGSURIDQHUHDOPV*URWRZVNLDQGKLVWKHDWUHDUFKLWHFWVRXJKWWRKLJKOLJKWWKH







'LVSHQVLQJ ZLWK FRQYHQWLRQ EUHDNLQJ GRZQ EDUULHUV DQG UHFRQFHSWXDOLVLQJ WKH VDFUHG DQG
SURIDQHDOORZHGIRUWKHHQWU\RIQHZZD\VRIWKLQNLQJDQGH[SHULHQFLQJWKHULWXDODVSHFWVRIGUDPD
7KH SK\VLFDO DUUDQJHPHQW RI KLV(QYLURQPHQWDO7KHDWUH GHVLJQ EHFDPHPRUH DQGPRUH OLNH ULWXDO
SHUIRUPDQFHVDQGOHVVOLNHWUDGLWLRQDOWKHDWUH 
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)URPWKHPLG-VRQ*URWRZVNLIRXQGLWPRUHDQGPRUHGLIILFXOWWRGRWKHDWUHDV













LQWHUHVWHG LQFDWHULQJ WKLV W\SHRI WKHDWUH WR DXGLHQFHVPHUHO\ LQWHUHVWHG LQ UHFUHDWLRQDOGLVWUDFWLRQ
HQWHUWDLQPHQWRUFXOWXUDOIXOILOPHQW,QVWHDGKHZURWH 
:HDUHFRQFHUQHGZLWK WKHVSHFWDWRUZKRKDVJHQXLQHVSLULWXDOQHHGV >@ZKRGRHV
QRW VWRS DW DQ HOHPHQWDU\ VWDJH RI SV\FKLF LQWHJUDWLRQ FRQWHQWZLWK KLV RZQ SHWW\
JHRPHWULFDO VSLULWXDO VWDELOLW\ NQRZLQJ H[DFWO\ ZKDW LV JRRG DQGZKDW LV HYLO DQG
QHYHU LQGRXEW >EXW@ZKRVHXQUHVW LVQRWJHQHUDOEXWGLUHFWHG WRZDUGVDVHDUFK IRU
WKHWUXWKDERXWKLPVHOI*URWRZVNLDS 
6XFK D VSHFWDWRU KH EHOLHYHG ZDV ZHOO-VXLWHG IRU WKH FKDOOHQJH RI DQDO\VLQJ TXHVWLRQLQJ DQG
FRQIURQWLQJWKHPVHOYHVZLOOLQJWRORRNZLWKLQIRUWKHLURZQWUXWK6XFKDQXQGHUWDNLQJUHTXLUHGWKDW
WKH VSHFWDWRU EH DEOH WR UHODWH WR WKH DFWRU ,Q RUGHU WR EH LQVSLUHG E\ WKH SHUIRUPHU WR WDFNOH WKH
LQZDUGVWUXJJOHZLWKWKHVHOIWKHVSHFWDWRUPXVWIHHOFRQQHFWHGWRWKHSHUIRUPDQFH6R*URWRZVNL
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(YHQ LQ KLVPRUH FRQYHQWLRQDO SURGXFWLRQV WKH FRDOHVFLQJ RI SK\VLFDO SUHVHQWDWLRQ
DQG GUDPDWLF WKHPH LQWR DPRWLI RI 
VDFULILFH







VHOHFW VXLWDEOH VSHFWDWRUV IRU SDUD-WKHDWULFDO ZRUNVKRSV ZLWK WKH FRPSDQ\ >@
&RPSOHWH SDUWLFLSDWLRQ EHLQJ WKH EDVLF SULQFLSOH REMHFWLYH DVVHVVPHQW EHFDPH
SUDFWLFDOO\LPSRVVLEOH$FKLHYHPHQWVFRXOGRQO\EHDQDO\VHGDVKHUHIURPZLWKLQD
JURXS WKDW ZDV ERWK VHOI-VHOHFWLYH DQG UHVWULFWHG WR WKRVH ZLWK VLPLODU DLPV ,Q
DGGLWLRQ *URWRZVNL
V UHMHFWLRQ RI LQWHOOHFWXDOL]LQJ KLV VHDUFK IRU D QRQ-YHUEDO
ODQJXDJH DQG KLV VWUHVV RQ VXEFRQVFLRXV VSRQWDQHRXV UHVSRQVH UHSXGLDWHG WKH
ODQJXDJHRIFULWLFLVP,QQHVS 
7KLV H[FHUSW ZDV VHOHFWHG WR KLJKOLJKW WKH HYROXWLRQ LQ *URWRZVNL¶V WKHDWUH IURP SURGXFWLRQV IRU
SXEOLFFRQVXPSWLRQ WRH[WUHPHO\OLPLWHGSXEOLFFRQVXPSWLRQ WRFORVHGVHVVLRQVIRFXVHGRQDFWLYH
FXOWXUHDQGSDUWLFLSDWLRQLQKLVVHFRQGSKDVHWKHSRVW-WKHDWUHSKDVH,WLVFOHDUWKDWHYHQLQKLVWKHDWUH
SKDVH HQGLQJ LQ  *URWRZVNL GHVLJQHG KLV SURGXFWLRQV RQO\ IRU VPDOO JURXSV RI TXDOLILHG
VSHFWDWRUVZLWK³JHQXLQHVSLULWXDOQHHGV´ 
 *URWRZVNL¶VSURGXFWLRQVZHUH DQ LQVWUXPHQWRI VRFLDO FKDQJH IRU FKDOOHQJLQJELRORJLFDOO\-
UHOLJLRXVO\-DQGFXOWXUDOO\-LPEXHGP\WKV+HWDUJHWHGWKHFROOHFWLYHFRPSOH[HVRIVRFLHW\>@WKH
P\WKVZKLFKDUHQRWDQ LQYHQWLRQRI WKHPLQGEXWDUH >«@ LQKHULWHG WKURXJKRQH
VEORRG UHOLJLRQ
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FXOWXUH DQG FOLPDWH´ *URWRZVNL D S $V VKRZQ SUHYLRXVO\ XQGHU 5LWXDO DQG P\WK LQ
*URWRZVNL¶V WKHDWUHRIFKDSWHURQHVHFWLRQWZRPRGHUQVRFLHWLHVKDYHORVW WKHLUUHOLDQFHRQP\WK-
EDVHGVRFLDOQDUUDWLYHVEXWWKH\GRUHWDLQVKDUHGIXQGDPHQWDOKXPDQWUXWKVZKLFKFDQEHIRXQGLQ
P\WKV RI JUHDW ZRUNV DQG FODVVLFDO OLWHUDWXUH ,W LV WKHVH WUDGLWLRQV WKDW IRUPHG WKH EDVLV RI
*URWRZVNL¶VPRGHUQ FULWLTXHV DQG VHUYHG DV WKH VKDUHG DQG FRPPRQ OLQNV EHWZHHQ VSHFWDWRU DQG
DFWRU WKDW *URWRZVNL H[SORLWHG IRU WUDQVPLWWLQJ SURYRFDWLRQ WR KLV VSHFWDWRUV )URP D PRGHUQ
SHUVSHFWLYHVSHFWDWRUVZHUHOHGWRDQDO\VHWKHLURZQVHOYHVDQGWKHXQLYHUVDOKXPDQWUXWKVXVLQJD
FRQWHPSRUDU\OHQVWRLQWHUURJDWHVKDUHGP\WKV 







ZKR WHQG QRW WR VHH RQH DQRWKHU DV FRQYHQWLRQ GLFWDWHV WKH\ ORRN VWUDLJKW DKHDG DW WKH VWDJH






GLIIHUHQW IHHOLQJ DQG H[SHULHQFH RI WKH GUDPD $W RWKHU WLPHV VSHFWDWRUV ZHUH VHDWHG DW D JUHDW
GLVWDQFHIURPWKHDFWLRQZLWKRQO\DVNHZHGOLQHRIVLJKWWRZDUGLW%HVLGHVWKHVHDWLQJDUUDQJHPHQWV
WKH DFWRUV¶ WUHDWPHQW RI VSHFWDWRUV IXUWKHU LQIOXHQFHG WKH ODWWHU¶V H[SHULHQFH $FWRUV HLWKHU VSRNH
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GLUHFWO\WRVSHFWDWRUVLQLQWHQVHIDVKLRQRUFRQVSLFXRXVO\LJQRUHGWKHPZLWKDZNZDUGHIIHFWGXHWR
RWKHUZLVHFORVHSUR[LPLW\ 




RI1DWLRQV)HVWLYDO LQ3DULV LQ)UHQFK WKHDWUHFULWLF5D\PRQGH7HPNLQHGHVFULEHG WKHHIIHFW
WKLVKDGRQVRPHDXGLHQFHPHPEHUVDVVKDPHIDFHGSDUWLFLSDQWV>@FRPPXQLQJLQXQHDVLQHVV>@
ORRNLQJ DW RQH DQRWKHUPXWXDOO\ ORRNLQJ DW VRPHWKLQJ WKH\ VKRXOGQ
W EH VHHLQJ´ 7HPNLQH 




 *URWRZVNL¶V PDQLSXODWLRQ RI WKH WKHDWULFDO DUFKLWHFWXUH UHVXOWHG LQ VSHFWDWRUV H[SHULHQFLQJ
YDU\LQJGHJUHHVRIFRQIURQWDWLRQZLWKRQHDQRWKHUZLWK WKHDFWRUV DQGXOWLPDWHO\ZLWK WKHLU LQQHU
VHOYHV GXH WR WKH UHVXOWLQJ IHHOLQJV RI XQHDVLQHVV 7R D JUHDWHU GHJUHH WKDQ FRQYHQWLRQDO WKHDWUH
DUFKLWHFWXUH*URWRZVNL¶V WKUHH-GLPHQVLRQDO GHVLJQ LQFUHDVHV WKH VSHFWDWRUV¶ VHQVH RI LQYROYHPHQW
FRPPRQDOLW\DQGFRPPXQLW\7KHVDPHLVWUXHRIDQ\ULWXDOHYHQWZKHUHSDUWLFLSDQWVDUHLQFOXGHGLQ





GHYHORSHG WKHVH LGHDV HYHQ IXUWKHU FKRRVLQJ WR FRPSOHWHO\ HUDGLFDWH WKH SURVFHQLXPDUFK DQG WKH
³IRXUWKZDOO´ WKXV LQWHQVLI\LQJ³WKHDIIHFWLYHUHODWLRQVKLSEHWZHHQDFWRUDQGVSHFWDWRU´E\SODFLQJ
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WKH VSHFWDWRUV DPLGVW WKH SHUIRUPHUV DV SDUW RI WKH FDVW RI FKDUDFWHUVZKR ILOOHG WKH QRQVSHDNLQJ
DOEHLWIURQW-DQG-FHQWUHUROHRIEDFNJURXQGDFWRUV*RUGRQS 
7ZRRI*URWRZVNL¶V SURGXFWLRQV H[HPSOLI\ WKHVH FRQFHSWV 6ORZDFNL¶V.RUGLDQ  DQG
$SRFDO\SVLVFXP)LJXULV,QWKHIRUPHUKHSXWWKHVSHFWDWRUVLQWKHSRVLWLRQDQGUROHRIEHLQJ
YLVLWRUVWRWKHPHQWDOKRVSLWDOZKHUHPRVWRIWKHVWRU\WRRNSODFHVDWWKHPDGMDFHQWWRSDWLHQWEHGV
DQGPDGH WKHPXQFRPIRUWDEOHZRQGHULQJ LI WKH\PLJKW IDFH WUHDWPHQW IURPWKHSV\FKLDWULVWV ,Q D
VLPLODUIDVKLRQWKHRWKHUSURGXFWLRQ$SRFDO\SVLVFXP)LJXULVKDGVSHFWDWRUVVLWXDWHGDVZLWQHVVHV
WRWKHWRUWXUHRIWKH6LPSOHWRQ&KULVWWUDQVSRUWLQJWKHPDFURVVWLPHDQGVSDFHWRDOORZWKHPWRIHHO
WKH HQFRXQWHU LQWLPDWHO\ DQG LQWHQVHO\ $FFRUGLQJ WR *RUGRQ WKLV DUUDQJHPHQW PHDQW WKDW WKH
VSHFWDWRUZDVIDFHGZLWKWKHGHFLVLRQDQGUHVSRQVLELOLW\RIZKHWKHUWR 
>@DFFHSWRUUHMHFW WKHUROHDVVLJQHGWRKLPE\ WKHVWUXFWXUHRIWKHPLVH-HQ-VFqQHEXW
KRZHYHU KH FKRVH KH ZRXOG KDYH EHHQ UHVSRQVLEOH IRU GHFLGLQJ WKH QDWXUH RI WKH
VSHFWDWRUVKLS ± E\ EHLQJ WKHUH HLWKHU DV D JHQXLQH ZLWQHVV RU PHUHO\ DV D GHWDFKHG
REVHUYHUS 
7KLVWHFKQLTXHFDQEHVHHQDVKDQGLQJJUHDWHUSRZHUFRQWURODQGDXWRQRP\RYHUWRWKHVSHFWDWRUV
LQ WKH KRSHV RI UHGXFLQJ WKHLU SDVVLYLW\ LQ OLIH EH\RQG WKH WKHDWUH LQFXOFDWLQJ LQ WKHP D VHQVH RI
DJHQF\WKDWZRXOGUHPDLQZLWKWKHPORQJDIWHUWKHSHUIRUPDQFH8,QWKHHDUO\GHYHORSPHQWDOVWDJHV
                                                 
8
 Other producers have taken these ideas even further. At his participatory performance depicting the 
massacre at My Lai by American troops in the Vietnam War, Commune (1971), Schechner put 
HYHQPRUHFRQWUROLQWKHDXGLHQFH¶VKDQGVE\WDVNLQJWKHPZLWKWKHUHVSRQVLELOLW\DQGGHFLVLRQWR
take action in order to continue the performance. At every performance, Fearless, played by James 
Griffiths, called for fifteen audience members to come into the central performance space, where 
they represented the villagers who were victims to the killing. He took off his shirt and proceeded 
to announce the stoppLQJRIWKHSHUIRUPDQFHDQGWKHVSHFWDWRUV¶IRXURSWLRQVIRUHLWKHUFRQWLQXLQJ
it or not: continue the performance by either entering the circle or finding anyone in the room to 
take their place; keep it on hold by remaining where they are; or leave altogether, in which case 
the performance would resume in their absence. (Schechner, 1994, p.49) 
Although the company set the rules, they handed significant power over to the spectators and 
allowed them to determine whether to commence with the play or not. Given these choices, the 
spectators had some interesting reactions. While most took an immediate decision to step in, 
choose replacements, or leave, on one occasion the show was put on hold for over three hours 
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WRZDUGHPSRZHULQJVSHFWDWRUV*URWRZVNLILUVWVKLIWHGWKHGHILQLWLRQRIDVSHFWDWRUDQGIRUFHGDUH-
HYDOXDWLRQRIWKHLUUROHLQDSURGXFWLRQ 
*URWRZVNL FRQWLQXHG WR UHGHILQH WKH UROH RI VSHFWDWRUV ZKLOH LQFUHDVLQJO\ IRFXVLQJ RQ WKH
RSSRUWXQLWLHV WKHDWUH DIIRUGV IRU FRQIURQWDWLRQV DQGPHHWLQJV DPRQJ DOO SDUWLFLSDQWV LQ DWWHQGDQFH
UDWKHUWKDQDOORZLQJWKHDWUHWRUHPDLQDQHQGLQLWVHOI$VPHQWLRQHGSUHYLRXVO\LQ³SDUDWKHDWHU´KH
IXUWKHU UHGXFHG WKH SK\VLFDO DQG QRWLRQDO GLVWDQFH EHWZHHQ SHUIRUPHUV DQG VSHFWDWRUV *RUGRQ
GHVFULEHVWKLVUDGLFDOVKLIWLQZKLFK 
7KH VWUXFWXUHV RI WKHDWUH ZHUH GLVVROYHG WR SHUPLW DQ HTXDO FROODERUDWLRQ DPRQJ
SDUWLFLSDQWVVRWKDWIUHHUDQGPRUHVSRQWDQHRXVLQYHVWLJDWLRQVRIWKHQDWXUHRIKXPDQ
UHODWLRQVKLS PLJKW WDNH SODFH LQ D FRQWH[W RI µPHHWLQJ¶ UDWKHU WKDQ WKHDWULFDO
SHUIRUPDQFH*RUGRQSS- 
%\ UHPRYLQJ WKHDWUH¶V WUDGLWLRQDO EDUULHUV EHWZHHQ DFWRUV DQG VSHFWDWRUV *URWRZVNL ZRUNHG WR
DFKLHYHDIUHH-IORZLQJLQWHUDFWLRQDPRQJDOOSDUWLFLSDQWV5DWKHUWKDQEHEHKROGHQWRDVHWVFULSWDOO
WKRVH LQYROYHG ZRXOG KDYH WKH FKDQFH WR PDNH QDWXUDO DQG VSRQWDQHRXV FRQWULEXWLRQV WR WKH
H[SHULHQFH 
Eastern ritual influences 
+HUH D VSHFLDO QRWH RQ WKH SURIRXQG LPSUHVVLRQ (DVWHUQ WKHDWUH PDGH RQ *URWRZVNL LV LQ
RUGHU IRU LW SHUPHDWHG WKH DERYH DVSHFWV RI KLV WKHDWUH DHVWKHWLFV *URWRZVNLZURWH WKDW KH IRXQG
                                                                                                                                                                    




concerning their ability to make a decision. They were not in the spotlight because of some 
sudden accident or disease. There were no lawyers or doctors to serve as intermediaries. They 
ZHUHLQFRQWURODEOHWRNHHSWKHSOD\VWRSSHGRUWROLFHQVHLWVUHVXPSWLRQ´S 
Daily life presents people with many opportunities to make changes and decisions, although 
oftentimes change is difficult and scary. As such, these four spectators felt fear and anger at the 
beginning stage of their decision, only later enjoying the empowerment they felt over the three 
KRXUVZKHQHYHU\WKLQJKLQJHGRQWKHLUGHFLVLRQ6FKHFKQHUERUURZHG*URWRZVNL¶VLGHDVE\
forcing the spectators to act on the power that he gave them. 
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LQVSLUDWLRQ LQ VHYHUDO (DVWHUQ WUDGLWLRQV ³$OVR SDUWLFXODUO\ VWLPXODWLQJ WR PH DUH WKH WUDLQLQJ





:KHQ FRQVLGHULQJ WKH OLPLWDWLRQV RI ZHVWHUQ DFWRU WUDLQLQJ DQG FRPSDULQJ WKHP WR WKH
H[WHQVLYHV\VWHPRIWUDLQLQJKHVDZLQWKH(DVWZKHUHULWXDODUWLVDZD\RIH[LVWHQFHDQGSURGXFHV
SHUIRUPHUVZLWKDXQLTXHPRUDOHVVHQFHKHGHFLGHGWRWU\WRH[SDQGKLVDFWRUWUDLQLQJDWWKH7KHDWUH
RI WKH7KLUWHHQ5RZVE\DGRSWLQJPDQ\DVSHFWV RI WKH FXOWXUHRIRULHQWDO DUWV%\ UHPRYLQJ WKHP
IURP GDLO\ OLIH DQG H[SRVLQJ WKHP WR WKLV H[WHQVLYH WUDLQLQJ KH KRSHG WR LQVSLUH WKHP ZLWK WKH
VLQFHULW\DQGGHYRWLRQWKDWFKDUDFWHULVHGWKHRULHQWDODUWV 
$V ZHOO KH DGPLUHG WKH HDVWHUQ DFWRUV KH PHW IRU WKHLU IOH[LELOLW\ DV WKH\ GLVSOD\HG D
VHHPLQJO\SDUDGR[LFDOPL[RIERWKGLVFLSOLQHDQGVSRQWDQHLW\WZRWUDLWVZKLFKDSSDUHQWO\FRQWUDGLFW
\HWDFWXDOO\VWUHQJWKHQRQHDQRWKHU%HFDXVHKHKDGQRWHQFRXQWHUHGVXFKDFWRUVLQWKH:HVWSHUKDSV
GXH WR WKH HURVLRQRIYDOXH-V\VWHPVDQGEHOLHIV WKHUH*URWRZVNLZDV VR LPSUHVVHGE\ WKH HDVWHUQ
DFWRUV¶DELOLWLHVWRGHYRWHWKHPVHOYHVVRIXOO\WRWKHULWXDODUWVWRLQWHJUDWHWKHLUSHUVRQDOWUXWKZLWK
WKH ³XQLYHUVDO WUXWK´ DQG WR UHPDLQ VR IOH[LEOH 7KH HDVWHUQ DFWRU¶V PRUDOLW\ DQG PRUH IXOO\
GHYHORSHGDELOLWLHVLQVSLUHGWKHHYROXWLRQRI*URWRZVNL¶VKRO\DFWRUFRQFHSWDSURFHVVWKURXJKZKLFK
KHVRXJKWWRFUHDWHDSDUDGLJPRIKXPDQNLQGIURPWKHPRVWEDVLFDQGHPSKDWLFSDUWVRIKLVDFWRUV 




6RPH SK\VLFDO DVSHFWV RI*URWRZVNL¶V DFWRU WUDLQLQJ DOVR FDPH IURP HDVWHUQ SUDFWLFHV +H
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XQGHUWRRNH[SHULPHQWVRQDFWRUWUDLQLQJZLWKWKHDLPRIDFKLHYLQJDQRUJDQLFUHVSRQVHLQWKHLUERG\
+LV ILQGLQJV LQGLFDWHGZKDWKH WHUPHG WKHRUJDQLFEDVHSRLQWRIERGLO\ UHDFWLRQ WKH VRXUFHRI WKH
DFWRU¶VFUHDWLYHLPSXOVHDQGORFDWHGLW³DWWKHEDVHRIWKHYHUWHEUDOFROXPQDQGWKHORZHUSHOYLFDUHD





 7KURXJKRXW WKLV ILUVW FKDSWHU RQ*URWRZVNL¶V ELRJUDSK\ DQG WKH RYHUYLHZRI WKH ULWXDO DQG
DHVWKHWLFGLPHQVLRQVRIKLVSURGXFWLRQVSKDVH,KDYHDWWHPSWHGWRGHPRQVWUDWHKLVOLIHORQJOHDUQLQJ
H[SHULHQFHV DQGKLV VWURQJRULHQWDWLRQ WRZDUGHDVWHUQSKLORVRSKLHV/LNH UHODWLYHVRQKLVPRWKHU¶V
VLGH*URWRZVNLGHYHORSHGDVWURQJLQWHUHVW LQ WKH2ULHQWHDUO\LQ OLIHZKLFKRQO\JUHZWKURXJKKLV
WLPHLQXQLYHUVLW\DQGDIWHU$VODWHUFKDSWHUVZLOOVKRZDPDMRULQIOXHQFHRQKLVZRUNZDV6XILVP
DPRQJRWKHUHDVWHUQLQIOXHQFHV  
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Chapter Two: $QFLHQW7UDGLWLRQDO5LWXDODQG7KRXJKWLQ*URWRZVNL¶V Theatre 
In the previous chapter, I discussed relevant biographical information about Grotowski, 
including significant experiences, contacts, influences, and important concepts that he developed in 
his Theatre of Productions phase. My intention in the previous chapter was to provide a contextual 
XQGHUVWDQGLQJ RI *URWRZVNL¶V LQWHUHVW LQ ancient ritual practices that would become an important 
component in the development of his research. This chapter continues the investigation of ritual 
traditions in Theatre of 3URGXFWLRQV ZLWK SDUWLFXODU HPSKDVLV RQ *URWRZVNL¶V LQWHUHVW LQ +LQGX
Practices and Balinese Dance, and the religious foundations for his conceptualizations of the Holy 
Actor and the Total Act. 
I will begin by investigating the elements of ancient ritual practices and thought that most 
interested Grotowski, with particular emphasis on the ancient religious motifs that are directly related 
WR KLV FRQFHSW RI WKH ³KRO\ DFWRU´, and their application to his Productions phase of work. I will 
address this aspect RI*URWRZVNL¶VZRUN E\ H[DPLQLQJ WKH ULWXDO IRXQGDWLRQV WKDW EURDGO\ H[SODLQ
how they intersect with the sacred symbolic imagery he applies to performance. This will include a 
GLVFXVVLRQ RI *URWRZVNL¶V ³WRWDO DFW´ DQG LWV UHODWLRQVKLS WR WKH FRQFHSWs of via negativa and 
spiritually-based notions of negation. I will also discuss elements of Antonin Artaud¶V WKHDWUH, and 
how they parallel *URWRZVNL¶V WKHDWre DV D ³FRPPXQDO´ HQFRXQWHU Another reason to focus on 
Artaud is Grotowski¶VGHGLFDWLRQRI a complete chapter of Towards a Poor Theatre to his thoughts 
RQ$UWDXG¶VZRUN as it relates to authenticity in performance.  
One cannot examine Grotowski¶V and Artaud¶V work as ritual in nature without discussing the 
importance they placed on introducing the non-textual elements of vocalized sounds and body 
movements as the primary forms of communicating thoughts and feelings. Like ArtDXG*URWRZVNL¶V
theatre minimized the element of representational performance, with its explicit reliance on scripted 
monologues and dialogues. 
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For Grotowski, theatre was a physical art form, in which expression is made manifest in the 
unwritten articulation of emotions and ideas via the interplay of the mind and body. This psycho-
somatic approach to performance bears some semblance to GURWRZVNL¶VLQWHUHVWLQFUHDWLQJDWKHDWUH
that reflects ancient rituals that orally transmit messages and beliefs through gestures, facial 
expressions, and vocal resonance, all of which are manipulated by the internal process of the actor. 
This will require an understanding of WKHHOHPHQWRIWUDQFHDQGLWVDSSOLFDWLRQWR*URWRZVNL¶VQRWLRQ
RI³VHOI-VDFULILFH´DVit relates WRWKH³WRWDODFW´ 
:LWKLQ *URWRZVNL¶V HFOHFWLF PHWKRGRORJ\ KH RIWHQ WRRN D quasi-spiritual approach to 
performance, in the sense that he frequently employed sacred themes as part of his performative 
setting. (Wolford, 1996d, p.14) Two of his most widely acclaimed productions, The Constant Prince 
(1965) and Apocalypsis cum figuris (1969), clearly projected religious imagery in the form of the 
suffering martyr who sacrifices his life for a high moral cause.  
In The Constant Prince, one is confronted with the montage of a crucified Christ figure, 
whose lifeless body lies gracefully on a cold wooden table. Likewise, in Apocalypsis cum figuris, we 
VHH DQ DUFKHW\SHRI WKH ³&KULVWP\WK´ LQ DFWRU5\V]DUGCieslak¶V UROH DV7KH6LPSOHWRQ. (Puzyna, 
1971, p.91) (YHQDV HDUO\ DV WKHUHDUHFOHDUO\XQGHUVWRRG UHOLJLRXVPRWLIV*URWRZVNL¶V ILUVW
adaption of 6WDQLVáDZ:\VSLDĔVNL¶VAkropolis on 10 October 1962 was based on the extraordinary 
evils taking place within an extermination camp, where the metaphorical martyr LV UHIOHFWHG LQ ³D
procession of dancing inmates who carry a dummy corpse [of Christ] triumphantly. The corpse is 
WKHLUVDYLRUDQGDV\PERORIWKHLUGHVSHUDWHKRSH´ (Osinski, 1986, p.68). 
7KH LQWHJUDWLRQ RI VDFUHG DUFKHW\SHV LQ *URWRZVNL¶V WKHDWUHmight lead one to believe his 
themes of persecution were intended as part of a religious commentary, but more likely they were 
actually representations of YLVLRQDULHV¶universal struggles in the way of enlightenment and personal 
transformation, against all odds and in the face of great external opposition and fierce internal 
striving. Personal stories can be likened to ubiquitous and universal themes like extreme slash-and-
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burn techniques to start fresh and achieve rejuvenation and renewal; religious archetypes of grand-
scale renewals like the Biblical great flood hold individual significance for fundamental human 
change through re-birth RU³QHZELUWK´. According to Ludwik Flaszen, who had a long history with 
Grotowski having been close to him from the Production phase, the recurring image of the Christian 
archetypal &KULVWILJXUHLQ*URWRZVNL¶V Laboratory Theatre SHUIRUPDQFHVGHPRQVWUDWHG*URWRZVNL¶V
interest in aspects of religious rituals that could be used within a secular context to represent an 
existential search for self-transformationDNLQWR*XUGMLHII¶VLGHDVRQWUDQVIRUPDWLRQ: 
Imitatio Christi, the imitation of the passion, the carrying of the cross. The carrying of 
the cross is an initiatory experience ± this is how it can be interpreted. And I believe 
that this is how great mystics interpreted it, and how stigmatics did ± those who 
suffered enormously and were happy because of these sufferings ± because they 
believed that this would lead them to see God face-to-face. And what transpires is ± as 
you wrote ± PHWiQRLD >«] St. John of the Cross called it transformación: a 
transformation. This is simply an act of new birth. In order to fulfil oneself, one needs 
to be born again. This is somehow connected to [G. I.] Gurdijeff (sic), and so on. 
(Flaszen, 2007, n.p.) 
Perhaps here, Flaszen was referring to the fact that, like Grotowski, Gurdjieff also talked about 
transformation in terms of Christianity, calling his own WHDFKLQJ³HVRWHULF&KULVWLDQLW\´DQGEDVLQJ
his ³Fourth Way´ teaching about self-transformation on many of &KULVW¶s experiences and sayings9, 
in addition to other sources10. The parallel between Gurdjieff and Grotowski in terms of their views 
                                                 
9
 'HVSLWH*XUGMLHII¶VVHOI-LGHQWLILFDWLRQZLWK³HVRWHULF&KULVWLDQLW\´,Gemonstrate in Chapter five: 
³*URWRZVNLDQG*XUGMLHII´WKDWKHLVZLGHO\DVVRFLDWHGZLWK6XILVP)XUWKHUPRUHKLV
LQWHUSUHWDWLRQRI&KULVWLDQLW\ZDVEURDG³$OWKRXJKKHVDLGKLVWHDFKLQJFRXOGEHFDOOHGµHVRWHULF
&KULVWLDQLW\¶*XUGMLHIIQRWHGWKDWWKHWUXH principles of Christianity were developed thousands of 
\HDUVEHIRUH-HVXV&KULVW´GH6DO]PDQQS[LY 
10
 In the Biographical Information appendix about Gurdjieff in his book In Search of Being: The 
Fourth Way to ConsciousnessZHUHDG³+HGLGQRW reveal the sources he investigated, and only 
spoke vaguely of having been in Christian and Tibetan monasteries, as well as Sufi schools in 
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RQ WUDQVIRUPDWLRQ DQG³QHZELUWK´ZDV FOHDU WR)ODV]HQ IURP DV HDUO\ DV*URWRZVNL¶V3roductions 
period when the two met to build the Theatre of 13 Rows. In my final chapter, ³*URWRZVNL DQG
*XUGMLHII´ I will cover additLRQDOSDUDOOHOVEHWZHHQ³ERWK*V´ (Schechner, 1996b, p.479).  
Furthermore, we find that from this religious practice of suffering, self-sacrifice, and extreme 
GLYHVWPHQW RI RQH¶V SHUVRQDOLW\ RQH EHFRPHV WUDQVIRUPHG DQG ³ERUQ DJDLQ´ In light of the 
LPSRUWDQFHRI)ODV]HQ¶V VWDWHPHQWDERXW*URWRZVNL¶VXVHRI UHOLJLRXV VXIIHULQJDUFKHW\SHVZHVHH
that Grotowski was attuned to the theme of self-transformation. 6LPLODUO\DV/DY\QRWHV³QRWLRQVRI
WUDQVFHQGHQFHDUHFULWLFDOWR*URWRZVNL¶VFRQFHSt of via negativa and the total act´DQGDVVXFKWKH
objective is: 
>«@ WR HOLPLQDWH IURP WKH FUHDWLYH SURFHVV WKH UHVLVWDQFH DQG REVWDFOHV FDXVHG E\
RQH¶V RZQ RUJDQLVP ERWK SK\VLFDO DQG SV\FKLF WKH WZR IRUPLQJ D ZKROH 7KLV
process of elimination, while very clearly focused on facilitating a creative process, 
depends upon a union of the mind and body. (Lavy, 2005, p.182) 
,QKLVDQDO\VLVRIWKHVLJQLILFDQFHRI*URWRZVNL¶VXVHRIWKH&KULVWILJXUHLQKLVHDUO\ZRUN 
Konstanty Puzyna, like Flaszen, suggests that the religious motLIVLQ*URWRZVNL¶VSHUIRUPDQFHV: 
>«@QHed not necessarily mean the Judaeo-Christian personal deity. It may signify a 
JUHDWPDQ\YHU\GLIIHUHQWKXPDQFRQFHUQV>«@)RULQVWDQFHLWFRXOGGHQRWHDFHUtain 
unconscious psychic need, collective as well as individual, for parental care, or 
universal human love, or higher justice, or expiation of guilt. (Puzyna, 1971, p.91) 
                                                                                                                                                                    
HDVWHUQ3HUVLD,QGHHGKHGLVFORVHGIHZIDFWVDERXWKLVMRXUQH\VDQGH[SHULHQFHV´*UDQWLQ
Gurdjieff, 2012, n.p.). 1RWZLWKVWDQGLQJ*XUGMLHII¶VRZQYDJXHDFFRXQWV,GHPRQVWUDWHWKHFOHDU
FRQQHFWLRQEHWZHHQ*XUGMLHIIDQG6XILVPLQ&KDSWHUILYH³*URWRZVNLDQG*XUGMLHII´ 
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$FFRUGLQJ WR ERWK )ODV]HQ¶V DQG 3X]\QD¶V FRPPHQWDULHV RQ *URWRZVNL¶V SURGXFWLRQV WKH XVH RI
sacred symbolism functioned as an archetype that speaks to how an individual relates to the human 
condition on its most fundamental level. 
Notwithstanding the secular contextualisation of GrotowVNL¶V VDFUHGPRWLIV WKH ³LQLWLDWRU\
H[SHULHQFH´ )ODV]HQ UHIHUV WR LQ LQWHUSUHWLQJ WKH UHOLJLRXV LPDJHU\ LQ *URWRZVNL¶V SURGXFWLRQV LV
usually associated with ceremonial acts that are liminal encounters which are viewed as significant, 
life-changing events intended to cross over from one phase of life to the next to achieve spiritual 
perfection. 
In 1961, Italian director and performance researcher Eugenio Barba obtained a UNESCO 
grant and travelled to Poland to study directing, WKHQ EHFDPH RQH RI *URWRZVNL¶V FORVHVW
collaborators and interned as an assistant director at the Theatre of 13 Rows. (Grotowski.net, 2012h, 
n.p.) Through his interest in theology, Barba found elements of self-sacrifice and elimination of 
RQH¶V HJR LQ WKH1DJDUMXQD¶V'RFWULQH RI6XQ\DWD D VSLULWXDO WUDGLWLRQ RI0DGK\DPLND%XGGKLVP
which he and Grotowski saw applied to *URWRZVNL¶VLGHDVRQYLDQHJDWLYD%DUED 
>«@GLVFXVVHGKRZWKHFRQFHSWRI6XQ\DWDILWLQWR*URWRZVNL¶VWKHRULHVDWWKHWLPH 
The self and belief in self are causes of error and pain. The way to escape from error 
and pain is to eliminate the self. This is the perfect wisdom, the enlightenment that 
can be attained through a via negativa, delaying the worldly categories and 
phenomena to the point of denying the self. (Lavy, 2005, p.185) 
*URWRZVNL¶V ZRUN WKHUHIRUH GUHZ XSRQ VSLULWXDO DQG VDFUHG WUDGLWLRQV RXWVLde of Christianity and 
Islam, including a branch of Buddhism. 
7KURXJKRXWWKLVFKDSWHULQGLFDWLRQVDUHJLYHQWKDW*URWRZVNL¶VZRUNZDVDPRYHPHQWDZD\
from traditional theatre that was aesthetically representational in form. Grotowski predicated his 
notion RIWKHDWUHRQWKHEHOLHIWKDW³WKHWKHDWUHLVDYHKLFOHDPHDQVIRUVHOI-study, self-exploration; a 
SRVVLELOLW\ RI VDOYDWLRQ´ (Brook, 1968, p.59). The personal introspection of the spectator is 
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encouraged by the performer, who, through the use of his body and voice, exposes the most intimate 
SDUWVRIKLVLQQHUVHOIDVD³VDFULILFH´WKDWFRXOGEHFRPHDVKDUHGH[SHULHQFHZLWKWKHVSHFWDWRUWKH
VSHFWDWRUEHFRPHVDSDUWLFLSDQWE\FRPPLWWLQJ WKHLURZQDFWRI³VHOI-SHQHWUDWLRQ´7KLV LQWHUDFWLRQ
between the actor and spectator has a highly ritual quality, in the sense that this type of theatre is 
³FRPPXQDO´LQQDWXUHDQGLVDUHIOHFWLRQRIZKDW*URWRZVNLKDVFDOOHGD³WULEDO´HQFRXQWHU These 
FRQFHSWVRIVDFULILFHDQG³VHOI-SHQHWUDWLRQ´ZLOOEHH[SODLQHGLQIXrther detail in this chapter under 
WKHVHFWLRQHQWLWOHG*URWRZVNL¶V+RO\$FWRUDQGWKH7RWDO$FW 
First, we look at Hindu practices and Balinese dance, for Grotowski also drew great 
inspiration from them with respect to sacrifice. In particular, Grotowski identified the Hindu dance of 
6KLYDDV WKHTXLQWLVVHQWLDO H[DPSOHRIKLV WKHDWULFDO TXHVW IRU ³,W LV WKH FRQVWUXFWLRQRIRSSRVLWHV
LQWHOOHFWXDO SOD\ LQ VSRQWDQHLW\ VHULRXVQHVV LQ WKH JURWHVTXH GHULVLRQ LQ SDLQ´ (in Osinski, 1986, 
p.49). 
 
Grotowski and Hindu Practices 
AQRWKHUH[DPSOHRILQVSLUDWLRQIRU*URWRZVNL¶VTXDVL-spiritual themes of self-sacrifice is the 
Hindu practice of moksha (liberation). During the final stages of his life, the practitioner of moksha 
goes into seclusion without possessions and engages in acts of self-denial in order to succeed in 
freeing himself from the cycle of reincarnation. 
The abandonment of temporal attachments in order to travel along the path of an inner 
spiritual journey is a commonly practised ritual among many religions that view suffering as a rite 
which must be embraced as a way to progress spiritually. We find the same elements of this ancient 
ritual pathos being used by Grotowski in establishing his protagonists as the suffering character who 
attains high moral status by undergoing extreme forms of persecution to the point of being 
confronted with death itself. It is quite plausible that Grotowski understood the value of integrating 
religious-based ritual practices into his dramaturgy as a model for parts of his research that attempt to 
UHVXVFLWDWHWKH³SDVW´.  Discussing his production of Akropolis, Grotowski explained: 
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Myth or archetypes link us to the past [«] the past is the source of our creative efforts 
[...] When we produced Akropolis I was forced to confront my roots and, at first, I 
discovered that I wanted to crush the mirror of the past. I knew it was impossible; my 
image was reflected in that mirror. ConsciousO\ ,VDLG µyes¶ to the past, and realized 
the past was not annihilated but reinforced. (Grotowski in Croyden, 1969, p.85) 
*URWRZVNL¶VSUHRFFXSDWLRQZLWKDQFLHQW ULWXDO traditions, VXFKDV WKH³LQLWLDWRU\H[SHULHQFH´
in Akropolis, is quite evident, and it is reflective of his earlier examination of religious motifs and 
sacred practices in his 1960 adaptation of .ƗOLGƗVD¶s fifth-century CE drama, Sakuntala (also 
6KDNXQWDOƗ). (Grotowski.net, 2012i, n.p.) Based on an Indian fairytale, Sakuntala is considered a 
religious drama that expresses the Hindu concept of karma, and uses mythical figures to convey 
moral lessons about the connections between the mundane activities of the temporal world, and the 
sacred underpinning of human relationships. 
Aesthetically *URWRZVNL¶V DGDSWDWLRQ RI Sakuntala predominantly relied on ancient 
traditional dances, chants, and expressive body movements to give meaning to the motifs being 
presented. Grotowski used this play, rich in mythology and ritual ceremonies, as a model in 
formulating the techniques he would later use in developing a theatre that reinforced the notion that 
theatre is a sacred and communal activity by making the body and voice the most important elements 
of theatre. For example, iQ*URWRZVNL¶VGLVFXVVLRQRI WKH,QGLDQJRG6KLYD, who was an important 
figure in Sakuntala RQH FDWFKHV D JOLPSVH RI 6KLYD¶V UHODWLRQVKLS WRZhat would characterize his 
³3RRU7KHDWUH´objectives: 
If I had to define our theatrical quest in one sentence, in one term, I would refer to the 
myth about the dance of Shiva [«] This is a dance of form, the pulsation of form, the 
fluid diffusion of the multiplicity of theatrical conventions, styles, and acting 
traditions. It is the construction of opposites: intellectual play in spontaneity, 
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seriousness in the grotesque, derision in pain. This is the dance form which shatters all 
WKHDWULFDOLOOXVLRQDOOµverisimiliWXGHRIOLIH¶. (Grotowski in Osinski, 1986, p.49) 
For Grotowski, the dance of Shiva was a point of reference in creating a theatre distinct from 
the pre-edited, formulaic approach to performance. In his Productions phase of research, Grotowski 
pares GRZQ WKH DHVWKHWLF HOHPHQWV RI FRQYHQWLRQDO WKHDWUH WR DFKLHYH DQ ³LQWHOOHFWXDO SOD\ LQ
VSRQWDQHLW\´ WKDWZRXOGEHFRPH WKH³WRWDO DFW´ LQZKLFK WKH VSRQWDQHRXVPRYHPHQWVRI WKHERG\
and organic resonance RIWKHYRLFHH[SUHVV³VHULRXVQHVVLQWKHJURWesTXH´DQG³GHULVLRQLQSDLQ´As 
well, the god Shiva, with his rhythmic dance, provides the kinds of archetypes that Grotowski would 
apply to the sacred symbolism often used as overarching themes in his Productions period: a quest 
for salvation from a world of lunacy, and self-sacrifice as the highest moral virtue. 
Grotowski and Balinese Dance 
:KHUHDV WKH LQIOXHQFH RI +LQGX SUDFWLFHV RQ*URWRZVNL VXFK DV WKH GDQFH RI 6KLYD ZDV
DSSDUHQWHDUOLHULQWKH3URGXFWLRQVSKDVHWKHLPSDFWRI%DOLQHVHGDQFHZDVVRPHZKDWGHOD\HGXQWLO
7KHDWUH RI 6RXUFHV DQG 2EMHFWLYH'UDPD :ROIRUG D  *URWRZVNL SUHVXPDEO\ OHDUQHG RI LW
HDUOLHU KRZHYHU SHUKDSV WKURXJK KLV NQRZOHGJH RI $UWDXG EHFDXVH ZH VHH HDUO\ LQGLFDWLRQV RI
%DOLQHVHDVSHFWVHYHQLQ³SRRUWKHDWUH´DVSHFWVRIKLVDFWRUWUDLQLQJLQ7KHDWUHRI3URGXFWLRQV 
$OWKRXJK *URWRZVNL KLPVHOI ³GHQLHG DQ\ GLUHFW LQVSLUDWLRQ DQG GLVWDQFHG KLPVHOI IURP
$UWDXGZKRPKHFRQVLGHUHGDYLVLRQDU\ODFNLQJSUHFLVLRQDQGFRQFUHWHPHWKRGRORJLFDOSURSRVDOV´
³,Q WKH:HVW*URWRZVNLZDVFRQVLGHUHGDFRQWLQXDWRURI$UWDXGDQGZDVRIWHQFRPSDUHG WRKLP´
*URWRZVNLQHW M QS 2QH VXFK VLPLODULW\ ZDV WKH IDVFLQDWLRQ ZLWK %DOLQHVH GDQFH )RU
$UWDXG³$SLYRWDOPRPHQWIRUKLVLGHDVRIWKHWKHDWUHFDPHZKHQKHVDZDSHUIRUPDQFHE\GDQFHUV
IURP%DOLDVSDUWRIWKH3DULV&RORQLDO([SRVLWLRQLQ´DQGKHODWHUHPSOR\HG%DOL-OLNHULWHVDQG
ULWXDOV LQ KLV H[SHULPHQWV *URWRZVNLQHW M QS ,QGHHG $UWDXG¶V VHPLQDO H[SHULHQFH
witnessing ethnic Balinese theatre for the first time filled him 
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[...] with growing amazement. These eastern dancer±actors offered him a vision of the 
kind of theatre he had been seeking, but had only been half able to articulate. 
Suddenly his most profound ideas and his most outrageous demands seemed to have 
found expression. The show liberated him spiritually and artistically. [...] 
The Balinese theatre performance which so inspired Artaud was a barong dance, 
featuring the barong, a lion-like dragon figure who aids people by opposing the evil 
Rangda. By putting those who depend on it into a trance, the barong shows its power, 
which is further demonstrated spectacularly when those entranced turn their swords 
and knives on themselves, but do no harm. (Leach, 2004, p.160) 




WKH %DOLQHVH DUH GHHSO\ FRQQHFWHG ZLWK DQG LQWLPDWHO\ DWWXQHG WR QDWXUH *URWRZVNL SUHIHUUHG WR
FRQGXFWKLVZRUN LQQDWXUDO VHWWLQJV6HFRQGO\%DOLQHVH FXOWXUH LV FHQWUHGRQ UHOLJLRXV ULWXDOV DQG
FXVWRPVWKDWSHUYDGHPRVWDVSHFWVRIOLIHDQGDUWLVWLFH[SUHVVLRQVLPLODUO\*URWRZVNL¶VPHWKRGVRI
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7KLV SK\VLFDO SRZHU ZKLFK WKH +LQGX WUDGLWLRQ UHIHUV WR DV WKH µVOHHSLQJ HQHUJ\¶
NXQGDOLQL OLHV DW WKH ERWWRP RI WKH VSLQH 7KLV LQQDWH HQHUJ\ FDQ EH DZDNHQHG
WKURXJK D YDULHW\ RI SK\VLFDO DQG YRFDO H[HUFLVHV *URWRZVNL GHVFULEHGZKDW , FDOO
LQQDWHSK\VLFDOSRZHUDV WKHµUHSWLOHEUDLQ¶ WKHVSLQDOFRUGDQGEUDLQVWHPZLWK WKH
µVOHHSLQJ HQHUJ\¶ DW WKH YHU\ ERWWRP RI WKH VSLQH




WKH ERG\ ,Q %DOL WKH VWXG\ RI JDLQLQJ VSLULWXDO HQHUJ\ LV VWLOO D VWURQJ WUDGLWLRQ
SUDFWLFHGE\WUDQFHUVDQGGLYLQHUV/HQGUDS 
*URWRZVNL IHOW WKDW KLV SHUIRUPHUV FRXOG DOVR DZDNHQ WKHLU HQHUJ\-FHQWUHV DQG UHDFK
DVFHQGDQFHDQGH[SUHVVLRQE\ IROORZLQJ WKHVHPRYHPHQWV ,QGHHGKH IHOW WKDW WKLVZDV WKHZD\ WR
GHYHORSKLV ULWXDOSHUIRUPHUV ,Q DGGLWLRQ WR WKH LQIOXHQFHRI%DOLQHVHGDQFH*URWRZVNL¶V0RWLRQV
H[HUFLVHV DOVR KHDUNHQ EDFN WR 6XIL-LQVSLUHG*XUGMLHYLDQ0RYHPHQWV DVPHQWLRQHG HDUOLHU LQ WKH
OLWHUDWXUH UHYLHZ(YHQ HDUOLHU WKDQ7KHDWUH RI6RXUFHV DQG2EMHFWLYH'UDPDZH VDZHYLGHQFH RI
%DOLQHVHGDQFH¶VLQIOXHQFHLQWKH3URGXFWLRQSKDVH)RU*URWRZVNL¶V3RRU7KHDWUHWKHDEDQGRQLQJRI
WKH WUDSSLQJV RI GLVWUDFWLQJ VWDJH GHVLJQV GHSHQGHG RQ D FRUUHVSRQGLQJ LQFUHDVH LQ LQWHQVH DFWRU
WUDLQLQJWRGHYHORSVSRQWDQHRXVPRWLRQVIXOORIRUJDQLFLPSXOVHVWKDWFRPHIURPFKDNUDVDQGRWKHU
FHQWUHVRIHQHUJ\ZLWKLQWKHKXPDQERG\ 
*URWRZVNL¶VHoly Actor and the Total Act 
We can trace the genesis of *URWRZVNL¶V FRQFHSWVRIWKH³KRO\ DFWRU´DQGWKH³WRWDODFW´ from 
his early interest in using myth and ancient ritual ceremonies as models for his style of experimental 
theatre productions. In my FKDSWHURQHVHFWLRQRQ*URWRZVNL¶VDFWRU,LQWURGXFHGWKHVHFRQFHSWVDQG
indicated that they would be developed further after a contextualised discussion of the ancient 
traditional rituals and thoughts, such as from the Hindus and Balinese, that influenced his 
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Productions phase. In his 1968 book, Towards a Poor Theatre, he explains his ideas on holy actors in 
contrast to courtesan actors. OQHFDQDOVRVHH*URWRZVNL¶VXVHRIVDFUHGPRWLIVRIVHOI-mortification 
DV LQWHJUDO WRKLV FRQFHSWXDOL]DWLRQRI WKH ³KRO\ DFWRU´ZKR VLPXODWHVPDUW\UGRPDV DQ ³LQLWLDWRU\
H[SHULHQFH´ZKLFKOHDGVWRWKHWUDQVIRUmation of the human being, as Flaszen also mentions in his 
FRPPHQWDU\RQ*URWRZVNL¶V3RRU7KHDWUH. (2007, website) 
From a strictly aesthetic perspective on the martyr figure, the actors becRPH³KRO\´LQWKHLU
SHUIRUPDQFH³ZKHQWKH\FDQVXFFHVVIXOO\µUHLQFDUQDWH¶ the role of the paradigmatic individual. The 
LQQHUOLIHRIWKHSDUDGLJPDWLFLQGLYLGXDOLVUHDFKHGWKURXJKWKHGLVFLSOLQHRILPLWDWLRQ´ (Haberman, 
1988, p.152). ,Q VRPH UHVSHFWV +DEHUPDQ¶V description RI ZKDW PDNHV DQ DFW ³KRO\´ through 
replicating an archetype would suggest taking a formulaic approach in expressing the ideas being 
presented. To Haberman, defininJDQDFWRUDV³KRO\´ is not synonymous with a religious connotation. 
5DWKHU WKH DFWRU LVPDGH KRO\ E\ ³VXFFHVVIXOO\´ HPERG\LQJ WKH HVVHQFH of a particular character 
being presented. 
$V SUHYLRXVO\ PHQWLRQHG WKH VDFUHG PRWLIV LQ *URWRZVNL¶V ZRUN ZHUH QRW D UHOLJLRXV
FRPPHQWDU\ RQ WKH KXPDQ FRQGLWLRQ *URWRZVNL KLPVHOI UHIHUULQJ WR KLV XVH RI WKH ZRUG ³KRO\
DFWRU´ PDGH FOHDU WKDW ³RQH PXVW QRW WDNH WKH ZRUG µKRO\¶ in the religious sense. It is rather a 
metaphor defining a person who, through his art, climbs upon the stake and performs an act of self-
VDFULILFH´*URWRZVNL1968a, p.43). 
*URWRZVNL¶VKRO\DFWRULVRQHZKRUHPRYHVWKH³PDVN´RIHJo-driven actions and reactions, 
emotionally revealing, through the organic pulsations in his voice and body, the most private 
chambers of his innermost being to the world. In this way of viewing the holy actor, one can find 
compelling correlations between WKH KRO\ DFWRU ZKR ³UHYHDOV KLPVHOI´ VR ³WKH VSHFWDWRU´ FDQ
³XQGHUWDNH D VLPLODU SURFHVV RI VHOI-SHQHWUDWLRQ´ DQG VDFUHG QRWLRQV RI FRPPXQLRQ DQG VSLULWXDO
transformation. (Grotowski, 1968a, p.34) 
  118 
Unlike Haberman *URWRZVNL UHMHFWV PLPHVLV *URWRZVNL¶V DFtor achieves a genuinely 
personal physical and psychic change that has a seemingly ethereal dimension which impacts both 
the actor and the spectator.  In The Empty Space (1968)3HWHU%URRNH[SODLQV*URWRZVNL¶VKRO\DFWRU
in terms of a spiritual guide whosHVROHPQDFWRI³VDFULILFH´HQJDJHVRWKHUV LQDNLQGRIFRllective 
spiritual encounter: 
[«] the actor does not hesitate to show himself exactly as he is, for he realizes that the 
secret of the role demands his opening himself up, disclosing his own secrets. So that 
the act of performance is an act of sacrifice, of sacrificing what most men prefer to 
hide ± this sacrifice is his gift to the spectator [«] here there is a similar relation 
between actor and audience to the one between priest and worshipper [«] the priest 
SHUIRUPV WKH ULWXDO IRU KLPVHOI RQ EHKDOI RI RWKHUV *URWRZVNL¶V DFWRUV RIIHU WKHLU
performance as a ceremony for those who wish to assist. (Brook, 1968, pp.59-60) 
Contextually, Brook uses religious metaphors to put forth the notion that theatre in and of 
itself, as Grotowski constructs his, takes on the quality of being ³KRO\´ ,I IRU H[DPSOH ZH
FRQVLGHUHGWKHDHVWKHWLFGLVWDQFHDVLWDSSOLHVWRWKHXVHRIVSDFHZLWKLQ*URWRZVNL¶VWKHDWUHWKHUHLV
a very real sense of communalism both physically and psychologically because they collectively 
share a unique proximal H[SHULHQFH RI EHLQJ LQ GLUHFW FRQWDFW ZLWK WKH SHUIRUPHU *URWRZVNL¶V
WKHDWUHEHFRPHVDUHHQDFWPHQWRIDQFLHQWULWHVWKDWZHUHLQWHQGHGWR³WUDQVIRUPLWVSDUWLFLSDQWVDQG
reorder theLUOLYHV´Gerould, 2008, pp.182-183). ,QRQHUHVSHFWWKHQ*URWRZVNL¶Vtheatre appears to 
be an archeological investigation that seeks to resurrect the meaning and purpose of performance by 
H[KXPLQJZKDWDFFUXHG³EHIRUHWKHGLYLVLRQ´ 
I was of the opinion that it was in fact primitive rites that brought theatre into being, 
so through a return to ritual ± in which two groups participate [«] the actors or 
leaders, and the spectators or indeed participants ± may be rediscovered that 
ceremonial of direct, living collaboration [«] a direct, open, free and authentic 
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UHVSRQVH«LI WKH DFWRU WKURXJKKLV DFWLRQ LQ UHODWLRQ WR WKH VSHFWDWRUPRWLYDWHV KLP
incites him to participation, even provoking him to precise ways of behaving, of 
movement, song, verbal replies etc., that should enable the restoration of that 
primitive, ritualistic unity. (Grotowski, in Kumiega, 2015, p.129) 
*URWRZVNL¶VREVHUYDWLRQRIZKDWKHFDOOHGWKH ³URRWV´RIDUWLVWLFH[SUHVVLRQ succinctly reveals 
that he was primarily interested in creating a theatre WKDWZRXOGEHFKDUDFWHULVWLFDOO\³WULEDO´LQ WKH
sense that it would function with the VDPHGHJUHHRIDXWKHQWLFLW\DV³SULPLWLYHULWHV´ZKHUHWKHDFWRr 
becomes a kind of shaman who invokes powerful feelings of collective identity. The spectators who 
enjoin one another to involve themselves in WKH VKDPDQ¶V HFVWDWLF GDQFH WKXV become active 
participants through the VKDPDQ¶VUK\WKPLFPRYHPHQWVDQGV\Pbolic gestures. 
,Q*URWRZVNL¶V WKHDWUH WKHUH LV DQHPSKDVLVSODFHGRQPHWDSKRULFDOO\YLHZLQJ WKHDFWRr as 
the SHUVRQLILFDWLRQ RI D ³SULHVW´ 7KLV LV FRQVLVWHQW ZLWK *URWRZVNL¶V LQVLVWHQFH RQ WUHDWLQJ
SHUIRUPDQFHDVDPLUURULPDJHRI³SULPLWLYHULWHV´WKDWZHUHLQWHQGHGWREHVKDUHGDFWLYLWLHVLQLWLDWHG
by witnessing the actions of the shaman figure. Indeed, explaining the goal of his early 
SHUIRUPDQFHV*URWRZVNL VD\V ³:H GR QRW GHPRQVWUDWH DFWLRQ WR WKH YLHZHU«ZH LQYLWH KLP«WR
WDNH SDUW LQ WKH µshamaniVP¶ in which the living, immediate presence of the viewer is part of the 
SOD\DFWLQJ´in Osinski, 1986, p.49). As well, in this relationship the actor becomes the incarnation 
RI DQ DQFLHQW VSLULWXDO JXLGH ZKR HQFRXUDJHV RWKHUV WR SDUWLFLSDWH LQ VXFK ULWXDO DFWV DV ³VHOI-
SHQHWUDWLRQ´DQG³VHOI-VDFULILFH´,QHVVHQFHZHILQGDYHU\UHDOXWLOLW\LQ*URWRZVNL¶V concept of the 
KRO\DFWRU([SODLQLQJWKHVLJQLILFDQFHRIWKH³KRO\DFWRU´ Kathleen Cioffi explains: 
As Grotowski noticed that induced audience participation in the sacred ritual of the 
theatre had an artificial quality to it, his vision began to metamorphose into one where 
the audience participated in the ritual by witnessing an act of self-sacrifice by the holy 
actors. (Cioffi, 1997, p.85) 
  120 
2ISDUWLFXODULQWHUHVWLQ&LRIIL¶VDQDO\VLVRQ*URWRZVNL¶VGHYHORSPHQWRIWKe actor- spectator 
relationship is the evolution of theatre as a genuinely inclusive activity that negates passive 
REVHUYDWLRQ 7KH KRO\ DFWRU FDUULHV WKH EXUGHQ ³VHOI-VDFULILFH´ RI WUDQVIRUPLQJ KLV SHUIRUPDQce 
from strictly a personal one into one that becomes a shared psychic experience with the spectator. 
This, of course, is not an easy task, and requires a level of performance that would remove the barrier 
between these two opposing entities with their own self-contained sets of thoughts and feelings, and 
make them an organic whole. 
To reiterate and emphasizeWKHFRUHRI*URWRZVNL¶VWKHDWUHKDGDOZD\VEHHQWKH³actor and 
KLVDUW´7hrough his body and his voice, the actor becomes the basis for communication between 
himself and the spectator. Christopher Innes, discussing the purpose of the methodology used for this 
interaction states: 
Following this line, techniques were developed to project archetypal emotions directly 
in physical terms through rhythms of movement, posture and symbolic gestures. In an 
approach Grotowski was to develop to its limits in the 1960s, WKH DFWRU¶V ERG\
becomes an expressive instrument, literally incarnating his spiritual being (Innes, 
1993, p.42) 
$V D PDQLIHVWDWLRQ  RI ³KLV VSLULWXDO EHLQJ´ WKH ³DFWRU¶V ERG\´ LV WKH FHQWUDO HOHPHQW RI
*URWRZVNL¶V  SURGXFtion phase, and is the catalyst for tKH ³WRWDO DFW´ DV ZLWQHVVHG LQ Ryszard 
Cieslak¶VSRUWUD\DORIWKHPDUW\UHGQREOHPDQLQThe Constant Prince. In this performance Cieslak is 
confined in what could be viewed as a dungeon or torture chamber. It is a dark and foreboding space 
with a single, unforgiving, ray of light that serves to amplify the relentless flagellation of Cieslak¶V
body. Without the stoppage for breath ± without the slightest pause ± the unnatural trebling vibration 
of his voice articulates his unfathomable pain; from limb to limb, his body is contorted in a seeming 
unholy manner. There are moments where he appears to be delirious; the movement of his head and 
the rolling of his eyes suggest he is moving in and out of consciousness as he is being relentlessly 
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brutalized by his captors. There are also moments when one could suggest Cieslak is in a state of 
³WUDQFH´ ,W LV WKLV WUDQFH-like quality of concentration that perhaps explains how Cieslak could 
sustain such painful movements of the body, and achieve such abnormally high vocal pitches 
throughout his performance. 
Every aspect of Cieslak¶VSHUIRUPDQFH LV UHSUHVHQWDWLYHRIZKDWFDQRQO\EHGHVFULEHGDVD
³WRWDO DFW´ 3DUDOOHOLQJ Innes¶V XQGHUVtanding of the total act being literally an incarnation of the 
SHUIRUPHU¶V ³spiritual being´, Grotowski explains the dynamics of the total act as demonstrated by 
Cieslak¶VSHUIRUPDQFHLQThe Constant Prince: 
+HUHHYHU\WKLQJLVFRQFHQWUDWHGRQWKHµULSHQLQJ¶RIWKHDFWRUZKLFKLVH[SUHVVHGE\D
tension towards the H[WUHPHE\DFRPSOHWHVWULSSLQJGRZQE\DOD\LQJEDUHRIRQH¶V
own intimity ± all this without the least trace of egotism or self-enjoyment. The actor 
PDNHVDWRWDOJLIWRIKLPVHOI7KLVLVDWHFKQLTXHRIWKHµWUDQFH¶DQGRIWKHLQWHJUDWLRQ
of all the acWRU¶V SV\FKLF DQG ERGLO\ SRZHUVZKLFK HPHUJH IURP WKHPRVW LQWLPDWH
OD\HUV RI EHLQJ DQG KLV LQVWLQFW VSULQJLQJ IRUWK LQ D VRUW RI µWUDQVOXPLQDWLRQ¶
(Grotowski, 1968a, p.16) 
*URWRZVNL¶V GHVFULSWLRQ RI WKH ³WHFKQLTXH RI WKH µWUDQFH¶´ UHYHDOV KLV UHFRJQLWLRn of its utility in 
WKHDWULFDOWUDLQLQJDVDZD\WRFRQFHQWUDWH$V/DY\H[SODLQVRI*URWRZVNL¶VWDNHRQWUDQFH 
First, the actor who achieves self-revelation through via negativa sacrifices not 
KLPVHOIEXWKLVREVWDFOHV)RU*URWRZVNLWKLVPHDQVWKDWµWKe actor must act in a state 
RIWUDQFH¶GHILQHGQRWDVD ORVVRIFRQVFLRXVQHVVRUZLOORUSUHVHQFHEXWUDWKHU WKH
ability to concentrate in a particular theatrical way. (Lavy, 2005, p.186) 
7R EHWWHU XQGHUVWDQG /DY\¶V GHVFULSWLRQ RI *URWRZVNL¶V WDNH RQ WKH DFWRU VDFULILFLQJ ³QRW
KLPVHOI EXW KLV REVWDFOHV´ ZH FDQ ORRN DW LW LQ RSSRVLWLRQ WR &RSHDX¶V WKHRU\ RQ GLYHVWPHQW RI
personality. Jacques Copeau (1879-1949) was a French theatre director and theorist who  
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[...] felt that the actor should divest herself of her own personality in order to assume a 
UROHWKHDFWRU¶VVHOI-sacrifice lies within this willingness to deny herself for the sake 
of achieving unity with the audience through a representation. The Grotowskian 
DFWRU¶VSURFHVVLVWKHUHYHUVH²the role functions as a means by which the actor may 
achieve self-exposure and revelation. (Auslander, 1997, p.22)  
,Q RWKHU ZRUGV $XVODQGHU ZULWHV WKDW *URWRZVNL¶V SURFHVV LV WKH RSSRVLWH RI &RSHDX¶V:KHUHDV
*URWRZVNL¶VDFWRUVVWULSDZD\REVWDFOHVWR³DFKLHYHVHOf-H[SRVXUHDQGUHYHODWLRQ´&RSHDX¶VDFWRUV
VDFULILFHRUGHQ\WKHLUYHU\VHOYHVWZR³UHYHUVH´SURFHVVHVZLWK³VLPLODUVSLULWXDOSXUSose: the denial 
RIZRUOGOLQHVV´ (Auslander, 1997, p.22). To reiterate, /HY\DQG$XVODQGHUVKRZXVWKDW*URWRZVNL¶V
use of trance was a way to sacrifice RQH¶V obstacles, but not his personality or self. 
Throughout the period of his production phase of research Grotowski was, as previously 
explained, mostly interested in creating a truly authentic theatre experience partly founded on a ritual 
view of performance. This being said, he primarily focused his attention on developing an 
H[FHSWLRQDOO\ XQLTXH VHULHV RI SK\VLFDO H[HUFLVHV WKDW ZHUH LQWHQGHG WR WUDQVIRUP WKH DFWRU¶V
performance into a purely personal expression of the innerPRVWSDUWRIWKHLUEHLQJ³E\Dlaying bare 
RIRQH¶VRZQLQWLPLW\´ 
In discussing the purpose for the methodology used to reach this level of performance, Ralph 
Yarrow asserts that 
The theatrical and paratheatrical activity of Jerzy Grotowski is described in a number 
of texts which employ fairly overtly religious discourse, including via negativa. The 
intention behind his practice is to instigate a wholeness or holiness of physical and 
psychological functioning in performers and spectators. (Yarrow, 1997, p.25) 
$PRQJ *URWRZVNL¶V DSSURDFKHV WR WUDLQLQJ VXFK DV exercises corporels and exercises 
plastiques, the guiding principle behind these exercises was via negativa, which involved 
overcoming ± RUPRUHSUHFLVHO\³HOLPLQDWLQJ´±  what Grotowski referred to as physical and mental 
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³EORFNV´ZKLFK SUHYHQW WKHDFWRU IURPDSSURDFKLQJKLV VFRUHRUJDQLFDOO\)URPWKH/DWLQIRU³E\
ZD\ RI GHQLDO´ via negativa has been tirelessly expounded upon in terms of its association with 
beiQJWKHSLQQDFOHRI*URWRZVNL¶V3rodXFWLRQSKDVHREMHFWLYHLQWKLVSHULRG¶VWraining techniques. At 
the centre RIWKHVHGLVFXVVLRQVOLNH<DUURZ¶VYLHZWKDWWKHUHLVDFHUWDLQVDQFWLW\ to what occurs to 
the actor, associations are made  to via negativa being a process that is analogous to, or indeed 
resembles, the notion of negative theology. 
As a commonly practised technique used in mysticism, the realization of divine engagement 
UHTXLUHVVHHNLQJ*RGWKURXJKWKH³DQQLKLODWLRQ´RIWKHHJR-driven self. Similarly, within Sufi thought 
as conceived by Jalal al-din Rumi, 
The function of the first purgative practice is to enable man to rid himself of the main 
impediment to mystical perfection, that is, the nafs. Among other concepts, Rumi 
particularly refers to this practice by the concept of IDQƗގ µSDVVLQJ-DZD\¶ or 
µDQQLKLODWLRQ¶), a concept with a long history in the Sufi tradition. (Zarrabi-Zadeh, 
2015, p.290) 
/LNH *URWRZVNL¶V DFWRU ZKR XQGHUJRHV ³D FRPSOHWH VWULSSLQJ GRZQ´ RI WKH PHQWDO DQG
physical obstructions that stand in the way of attaining a totally organic expression, so too the mystic 
reaches a total state of harmony with divinity by practising such acts as self-denial, or mortification 
of the body. This aspect of via negativa found within the ontology of mysticism is eloquently 
expresseGLQDXWKRU%DUU\8ODQRY¶VH[DPLQDWLRQRIWKHUHOLJLRXVWH[W6W-RKQRIWKH&URVV¶V$VFHQW
of Mount Carmel: 
>«@-RKQHODERUDWHVWKHDGYLFHKHKDGLQVFULEHGLQKLVGLDJUDPRIWKHP\VWLFDOZD\
WKHDVFHQWRIWKHPRXQWDLQRISHUIHFWLRQZKLFKHQGVDWµWKHVXPPLWRIXQLRQ¶,WLVD
dialectic of via negativa: in order to arrive at having pleasure in everything, at 
possessing everything, at being everything, at knowing everything, one must desire to 
have pleasure in nothing, to possess nothing, to be nothing, to know nothing [«] and 
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[«] RQHPXVWJRE\ZD\RIGLVSRVVHVVLRQµLQRUGHUWRDUULYHDW WKDWZKLFK\RXDUH
\RXPXVWJRWKURXJKWKDWZKLFK\RXDUHQRW¶$QGILQDOO\VD\V-RKQµLQRUGHUWRSDVV
IURPDOOWR$OO\RXPXVWGHQ\\RXUVHOIDOOLQDOOWRWDOLW\¶(Ulanov, 1973, p.412) 
As a necessary condition for entering into a higher state of spiritual awareness, a person must 
relinquish his egoistic attachments. With its predisposition to dominate its exterior and interior 
world, the ego is viewed within religious philosophy as being an impediment to attaining freedom 
IURPWHPSRUDODWWDFKPHQWVWKDWGLPLQLVKWKHLQGLYLGXDO¶VVSLULWXDOHVVHQFH7KHYDOXHRIWKHHWKRVZH
VHH LQ WKH VDFUHG PRWLI RI ³WKH PRXQWDLQ RI SHUIHFWLRQ´ LV RQH WKDW HQWDLOV D QHJDWLRQ RU
³DQQLKLODWLRQ´ RI WKH LQGLYLGXDO¶V SHUFHSWLRQ RI VHOI E\ ULWXDO SXULILFDWLRQ LQ WKH IRUP RI DVFHWLFDO
practices that are intended to eliminate the ego. This principle of self-denial within religious 
discourse is also discussed by Barba in examining aspects of *URWRZVNL¶Vtheories of performance. In 
reference to a statement by Barba on the Hindu Doctrine of Sunyara, Lavy writes: 
The self and belief in self are causes of error and pain. The way to escape from error 
and pain is to eliminate the self. This is the perfect wisdom, the enlightenment that can 
be attained through a via negativa, denying the worldly categories and phenomenons 
to the point of denying the self. (Lavy, 2005, p.185) 
%\ WKH GLYHVWPHQW RI ³HJRLVP´ WKHUH LV WKH SRVVLELOLW\ IRU WKH DFWRU - much like the 
practitioner of religious asceticism who eradicates self-indulging activities that impinge upon 
spiritual perfection - to remove the psycho-SK\VLFDO LPSHGLPHQWV WKDW ³EORFN´ RUJDQLFLW\ LQ KLV
DFWLRQV7KHHJRLQ*URWRZVNL¶VYLHZLVDQREVWDFOHWhat stands in the way of creating a completely 
organic score that is devoid of expressions merely based on self-centred motivations. 
The physical exercises at the Laboratory Theater were principally meant to eradicate the 
DFWRU¶VHJR-driven actions. French Grotowski scholar Raymonde Temkine, referring to the purpose 
RI *URWRZVNL¶V WUDLQLQJ H[HUFLVHV VD\V WKDW ³WKURXJK WKLV VXEPLVVLRQ RI WKH PLQG WKURXJK WKLV
OLEHUDWLRQH[WHUQDODFWLRQVHYROYHWRFUHDWHWKHµVFRUH¶RIWKHZRUN2QHJLYHVXSOHDGLQJLQRUGHr to 
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be led; through this position of rejection and acceptance, all traditional blocks to total creativity, fall 
DZD\´ (Temkine, 1972, p.105). 
$JDLQ LQUHODWLRQWR WKHSK\VLFDOH[HUFLVHVZHILQGFOHDUDVVRFLDWLRQVZLWK*URWRZVNL¶Vvia 
negativa, and negative theology as it applies to the intent of the physical exercises. (Yarrow, 1997) 
7KLVXQGHUVWDQGLQJRI*URWRZVNL¶VZRUNEHLQJOLQNHGWRUHOLJLRXVEHOLHIVLVPRUHIXOO\H[SODLQHGE\
Richard Schechner: 
He denies that his theatre is mysterious in the religious sense. But obviously his 
speech, his interviews, writing, and the writings of those close to him is larded with 
religious terminology of a very particular kind. For example: µRIIHULQJ¶µVSLULWXDODFW¶, 
[«@µKROLQHVV¶, [«@µif he does not exhibit his body, but annihilates it, burns it, frees it 
from every resistance to any psychic impulse, then he does not sell his body but 
VDFULILFHV LW¶ µDWRQHPHQW¶ µKRO\ DFWRU¶ µVHOI-VDFULILFH¶, µVHOI-SHQHWUDWLRQ¶ >«@ µa 
mobilization of all the physical and spiritual forces of the actor who is in a state of 
readiness, a passive availability, which PDNHVSRVVLEOHDQDFWLYHVFRUH¶>«@µthe actor 
PXVWDFWLQDVWDWHRIWUDQFH¶ These quotes (and they are not wrenched out of context) 
all come from five pages of GrotowskL¶V  GLDORJXHZLWK (XJHQLR %DUED µ7KH
7KHDWUH¶V1HZ7HVWDPHQW¶ (Schechner, 1996d, p.158) 
7KHVLPLODULW\EHWZHHQ*URWRZVNL¶VFRQFHSWRIYLDQHJDWLYDDQGQHJDWLYHWKHRORJ\LVSHUKDSV
GXHLQSDUWWRWKHVXJJHVWLRQWKDW*URWRZVNL¶VZRUNKDVDn ancient ritual type quality to it. It is quite 
SODXVLEOHJLYHQ*URWRZVNL¶VH[WHQVLYHXQGHUVWDQGLQJRIPXOWLSOHWUDGLWLRQDOULWXDOSUDFWLFHVWKDWKH
developed his idea of via negativa by applying religious-based principles of negation to his 
Productions phase actor training exercises. 
7KHPRYHPHQWRIWKHDFWRU¶VERG\ZKLFKJLYHVH[SUHVVLRQWRDSDUWLFXODUWKRXJKWRUIHHOLQJLV
GLUHFWO\ OLQNHG WR WKH SHUIRUPHU¶V LQWHUQDO GLVSRVLWLRQ ,W KDV DOUHDG\ EHHQ PHQWLRQHG WKDW WKH
underlying goal of the physical exercises GroWRZVNL GHYHORSHG ZKLFK ³DUH DOPRVW DOZD\V RI D
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psycho-SK\VLFDO QDWXUH´ ZHUH LQWHQGHG WR LQLWLDWH ³D SURFHVV RI HOLPLQDWLRQ´ (Grotowski, 1968a, 
p.134). For example, in his early actor training, Grotowski employed a variety of repetitious 
physical, vocal, and breathing exercises that would foster organic impulses in a performative score. 
Among several of the training activities, his psycho-HQHUJHWLF H[HUFLVH FDOOHG ³)OLJKW´
provides us with one example of the body-mind paradigm within the Laboratory Theatre¶VZRUNRQ
performance craft: 
IV ± Flight 
1) Squatting on the heels in a curled up position, hop and sway like a bird ready 
to take flight. The hands help the movement as wings. 
2) Still hopping, raise yourself into an upright position, while the hands flap like 
wings in an effort to lift the body. 
3) Take off in flight with successive forward movements somewhat similar to the 
action of swimming. While the body is carrying out these swimming movements, 
there is only one point of contact with the ground (e. g. the ball of one foot). Take 
swift leaps forward, still on the ball of one foot. Another method is as follows: recall 
to mind the flying sensation one experiences in dreams and spontaneously recreate 
this form of flight. 
4) Land like a bird (Grotowski, 1968, p.137) 
This exercise, as is the case with the vocal and breathing H[HUFLVHV ZDV LQWHQGHG ³WR
HOLPLQDWHIURPWKHFUHDWLYHSURFHVVWKHUHVLVWDQFHDQGREVWDFOHVFDXVHGE\RQH¶VRZQRUJDQLVP´WKDW
³GHSHQGVXSRQDXQLRQRIWKHPLQGDQGERG\´ (Lavy, 2005, p.182). In tKH³)OLJKW´H[HUFLVHWKHUHLV
interplay between a physical action and personal mental associations that allow for spontaneously 
simulating the movements of a bird. In addition to this, the repetitiveness of this psycho-energetic 
exercise is intended to put WKHDFWRULQDFRPSOHWHVWDWHRIFRQFHQWUDWLRQZKLFKDOORZVIRU³PDNLQJ
WKH LPSXOVHVSRQWDQHRXV´ 5XIILQL1998, p.101). ,W LV WKHHOHPHQWRIFRQFHQWUDWLRQ LQ*URWRZVNL¶V
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training exercises that is of crucial importance in achieving organicity in performance, and is often 
DVVRFLDWHGZLWKEHLQJ D ³WUDQFH-OLNH´ IRUPRI FRJQLWLRQ DVSRLQWHGRXWE\5RQDOGR0RUHORV LQKLV
examination of trance in performance:  
Jerzy Grotowski was most explicit in describing his performance work as a set of 
techniques that employ the princLSOHRIWUDQFHDQGWKHLGHDRIµVSULQJLQJIRUWK¶ into a 
VWDWH WKDW KH GHVFULEHV DV µWUDQVOXPLQDWLRQ¶. In SURSRVLQJ D WHFKQLTXH IRU WKH µholy 
aFWRU¶ he cRQVLGHUHG WKH QHFHVVLW\ IRU DQ µLQGXFWLYH WHFKQLTXH¶ RU WHFKQLTXH RI
µHOLPLQDWLRQ¶ that the SHUIRUPHU FDQ XWLOL]H LQ RUGHU 
WR UHIUDLQ IURP GRLQJ¶ ± quite 
sLPSO\*URWRZVNL EHOLHYHG WKDW µthe actoUPXVW DFW LQ D VWDWH RI WUDQFH¶ (Morelos, 
2009, p.138) 
,QGHHG *URWRZVNL ³KLJKOLJKWV WKH VLJQLILFDQFH DQG YDOXH RI WUDQFH´, a state which is 
prompted by the ³LQQHUSURFHVV´RIWKHDFWRURuffini, 1998, p.107) Ruffini, examining elements of 
trance in Cieslak¶VSHUIRUPDQFHLQThe Constant PrinceH[SODLQVWKDW³WUDQFHLVIXOO\UHDOL]HG´ZKHQ
³WKHERG\LVFDQFHlled out and no longer presents an obstacle to the living stream of impulses in a 
SUHFLVH DFWLRQ´ (Ruffini, 1998, p.104). $VZHOO VSHDNLQJDERXW WKH ³SURFHVV´DWZRUN LQCieslak¶V
VFRUH*URWRZVNL VD\V LW LV ³corporeal, but not really. There is something that is revealed, like life 
which runs through the body, which traverses the body; it is like a runway, but what is taking off is 
QRWUHDOO\DQ\WKLQJSK\VLFDO´ (Ruffini, 1998, p.104). 
*URWRZVNL¶VGHVFULSWLRQRIZKDWLVRFFXUULQJKDVDVVRFLDWLRQVZLWKDSHUIRUPHUZKRLVLQDQ
altered state of consciousness; he is clearly implying there indeed is a psychic phenomenon taking 
SODFH WKDW WUDQVFHQGV WKH DFWRU¶VERG\ ,W LV WKLV DVSHFW RI WKH DFWRU¶VSHUIRUPDQFH ± the degree of 
concentration that rises to the level of what could be considered trance ± that has a remarkable 
commonality with the shamans ZKR WKHPVHOYHV ³DUH RIWHQ UHJDUGHG DV WKH ILUVW DFWRUV WKH ILUVW
VWRU\WHOOHUV´ZKR ³assisted the community to commune with spirit using song, prayer, drum and 
dance´ZKLOHLQ an ecstatic state.  (Floodgate, 2006, p.6) 
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/LNHWKHDQFLHQWULWXDOVLJQLILFDQFHRIWKHVKDPDQILJXUH*URWRZVNL¶Vactors to some extent 
took on the role of ³SULHVWs´WKURXJKWKHJLYLQJRIWKHLUERG\LQD³WRWDODFW´RIVDFULILFHWKHDFWRUV
become agents for self-introspection and healing among those witnessing the genuinely expressed 
GLVFORVXUH RI WKH SHUIRUPHU¶VPRVW SHUVRQDO WKRXJKWV DQG IHHOLQJV ,Q WKH VDPHZD\, the shaman, 
through an ecstatic experience brought on by trance, acts as an energetic focal point in attempting to 
move the participants of ritual activity past normative types of mental perceptions to reach a spiritual 
transformation. The actor, like D ³VKDPDQ´, DOVR UHDFKHV D ³WUDQFH-OLNH´ VWDWH WKDW LV LQWHQGHG WR
emotionally and psychologically encourage the spectator to cRPPLWWKHLURZQSHUVRQDODFWRI³VHOI-
SHQHWUDWLRQ´WREULQJDERXWDW\SHRIVSLULWXDO³KHDOLQJ´ 
These aforementioned elements of GrRWRZVNL¶V 3roductions phase work bear some 
VHPEODQFH WR WKH DHVWKHWLFLVP LQ $QWRQLQ $UWDXG¶V -1948) Theatre of Cruelty. In his book, 
Towards a Poor Theatre*URWRZVNLFRPPLWVDFRPSOHWHFKDSWHU WRGLVFXVVLQJDVSHFWVRI$UWDXG¶V
work which he found applicable to his own performance objectives, and states that ± referring to the 
WKHPHVEHLQJSOD\HGRXWRQ$UWDXG¶VVWDJH± ³ZKHQ$UWDXGVSHDNVRIUHOHDVHDQGFUXHOW\ZHIHHOKH¶V
touching a truth [«] that an actor reaches the essence of his vocation whenever he commits an act of 
sincerity [«] when this act accomplished through the theatre is total [«] it enables us to respond 
toWDOO\´ (Grotowski, 1968a, pp.124-125).  
In essence, Grotowski draws an important parallel between his notion of theatre and what 
Artaud had been working on decades earlier: that drama should be centUHGRQWKHDFWRU¶VERG\.  The 
actor has the ability to use his body and voice in such a way as to form a symbiotic relationship with 
the spectator by conveying a sincere stage presence that taps the spectators¶ emotions. (Innes, 1981, 
p.9) ,QGHHG $UWDXG¶V WKHDWUH PLUURUV *URWRZVNL¶V FRQFHSW RI WKH ³7RWDO $FW´ 7his being said, 
&KDQWDOH3RWLH¶VGHVFULSWLRQRI$UWDXG¶VWKHDWUHbears a remarkable resemblance to the dynamics of 
WKHDFWRU¶VSHUIRUPDQFHLQThe Constant Prince: 
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$UWDXG¶V VFULSWV KDG OLWWOH GLDORJXH DQG IRFXVHG PRUH RQ KXPDQ QRLVHV VXFK DV
screams, grunts, moans, sighs, yelps, and gasps. Accompanying, and thus reinforcing 
these noises, the actor would perform an array of overpronounced gestures and 
movements. (Potie, 2013, n.p.) 
Artaud believed that theatre should have its own language distinctly different than the 
scripted monologues and dialogues used in traditional drama. The texture of his dramaturgy was 
KLJKO\YLVFHUDOXVLQJWKHDFWRU¶VERG\DQGYRLFHWRFRQYH\WKHLQQHUYRODWLOLW\RIKXPDQIHHOLQJVDQG
emotions that proMHFW ³DQWL-VRFLDO´ KRVWLOLW\ $UWDXG¶V DFWRU H[SUHVVHV D UDZ QLKLOLVWLF YLHZ WKDW
PDQ¶VEDVHLPSXOVHVDUHLQWULQVLFDOO\ZHGGHG to the human condition, and that spectators must resign 
themselves to this supposition. 
'HVSLWH$UWDXG¶VSKLORVRSKLFDOREMHFWLYHVWKDWZHUHLQWHQGHGWR³VKRFN´WKHFRQVFLRXVQHVVRI
the spectator into a state of hopelessness and despair, Grotowski seems to have been most impressed 
with the LGHDRI$UWDXG¶VDFWRUV¶ERGLHV and voices having the ability to express feelings of pain and 
suffering in a spontaneous way:  
[«] he does touch on something which we may be able to reach by a different route. I 
PHDQWKHYHU\FUX[RIWKHDFWRU¶VDUWWKDWZKDWWKHDFWRUDFKLHYHVVKRXOGEH[...] a total 
act, that he does whatever he does with his entire being, and not just one mechanical 
(and therefore rigid) gesture of arm or leg, not any grimace, helped by a logical 
inflection and a thought. (Grotowski, 1968a, p.123) 
Grotowski saw in $UWDXG¶V Theatre of Cruelty the full potential for the actor to transcend the 
limitations of FRQWULYHG IRUPV RI H[SUHVVLRQ ,Q VRPH UHVSHFWV $UWDXG¶V WKHDWUH is similar to 
*URWRZVNL¶V³WRWDODFW´LQZKLFKWKHDFWRU³VWULSVDZD\´DOOWUDFHVRIEDQDOLW\ 
Artaud, like Grotowski after him, looked to examples of traditional transcultural practices as 
techniques to achieve a type of performance that would transform theatre into a highly personal 
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encounter on a psychological level in which the gestures and movements of the actor would 
communicate directly with the spectator. 
The case for spiritual inspiration and religious sources being underlying factors behind 
$UWDXG¶V DQG *URWRZVNL¶V secular work is supported by the example of ArtauG¶V apparent 
misinterpretation of the previously mentioned secular Balinese dance as a sacred or spiritual 
performance. Artaud saw in the gestures and body movements of the Balinese dancer a form of 
nontextual performance that he was most interested in creating. Moreover, he was also drawn to the 
VHHPLQJO\ VSLULWXDO SUHVHQFHRI WKH%DOLQHVHGDQFHUV DQG³WKHLU DELOLW\ WR UHDch a state of ecstasy, 
delirium, intoxication, and trance and to propel their audience into this same mood of spellbound 
DOHUWQHVV´ (Bermel, 1997, p.16). What should be pointed out, however, is that Artaud attached a 
P\VWLFDO LQWHUSUHWDWLRQ WR WKH ³RVFLOODtions of the sonorous ERG\´ WKDW ZDV LQ DFWXDOLW\ D ³VHFXODU
GDQFH´DQG a Balinese form of entertainment. (Savarese, 2001, pp. 67-68) According to Sorgenfrei, 
>«@many of the genres that inspired him were highly codified and formal, despite the 
presence of trance, [and] were actually elite forms of royal entertainment. Artaud 
misread these performances as primarily secret roads to esoteric, spiritual mystery and 
pathways out of entrapment in the intellect. (Sorgenfrei, 2005, p.157) 
Furthermore on the subjecWRI$UWDXG¶VSHUFHSWLRQRIWhe Balinese dance, to him it may have 
appeared to demonstrate moments of ecstatic movements of the body and WKHGDQFHUV¶expressions 
may have appeared metaphysical in form, ZKLFK PD\ KDYH LQIOXHQFHG WKH ³HVRWHULF´ WH[WXUH RI
ArWDXG¶VWKHDWUH 
%\ WKH V FUXHOW\ LQ $UWDXG¶V WKRXJKW KDG WDNHQ RQ PHWDSK\VLFDO DQG FRVPLF
GLPHQVLRQV >@ KHZLVKHG WR UHWXUQ WR ODQJXDJH¶V µHW\PRORJLFDO RULJLQV¶ VR WKDWKH
FRXOGGHILQHFUXHOW\DVµVWULFWQHVVGLOLJHQFHXQUHOHQWLQJGHFLVLYHQHVVLUreversible and 
DEVROXWH GHWHUPLQDWLRQ¶. &UXHOW\ ZDV >@ µKXQJHULQJ DIWHU OLIH FRVPLF VWULFWQHVV
relentless necessity [...] The physical cruelty, the blood and gore which is perhaps too 
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RIWHQDVVRFLDWHGZLWK$UWDXG¶VWKHDWUHVKRXOGWKHUHIRUHEHVHHQDV a kind of image for 
metaphysical cruelty which Artaud fights to define. (Leach, 2004, pp.169-170) 
$UWDXG¶VH[SHULHQFHDWWKH3DULV&RORQLDO([SRVLWLRQZLWQHVVLQJ%DOLQHVHGDQFHIRUWKH
first time was one of the foundations for his theatrical concept Theatre of Cruelty, the same name he 
used for his theatre company years later, whose only production, The Cenci (1935), was a 
³FDWDVWURSKH´DQGD ³IDLOXUH´ ³ILQDQFLDOO\ DVZHOO DV DUWLVWLFDOO\´ (Leach, 2004, p.162). Those who 
weUHIDPLOLDUZLWK$UWDXG¶VZRrk ZRXOGKDYHQRWLFHGLQ$UWDXG¶VSURGXFWLRQRIThe Cenci that there 
was something highly metaphysical in its patterning, and at times there was something quite ecstatic 
in the physical movements and gestures of the actors. These same characteristics of hiV DFWRUV¶
actions, being both deeply psychological in content and spiritual in symbolism, were also important 
DVSHFWVRI*URWRZVNL¶V Productions phase work. 
In Towards a Poor Theatre*URWRZVNLGHVFULEHV$UWDXGDV³7KH2QH:KR:DV1RW(QWLUHO\
+LPVHOI´, and he points out clear differences between their respective works. He mentions that there 
were others before Artaud who had already explored theories of theatre DV D ³FUHDWLYH DUW IRUP´
similar to his. However, the ritual, mythical, and actor-centred elements of Artaud¶V 7KHDWUH RI
Cruelty appear WRKDYHKDGVRPHGHJUHHRIVLPLODULW\ZLWKPDMRUDVSHFWVRI*URWRZVNL¶VSHUIRUPDQFH
craft research. 
It is quLWH SODXVLEOH WKDW*URWRZVNL¶V 3roductions phase of research was not exclusively a 
secular enterprise. We find that Grotowski relied heavily on the use of archetypes that were directly 
associated with religious beliefs, and he embedded sacred motifs in all of his major productions. 
.QRZLQJWKLVRQHLVWHPSWHGWRDVVLJQDODEHORI³KRO\´WRKLVWKHDWUHLQLWVOiteral meaning. 
As Schechner aptly points out in a quote earlier in this section, Grotowski often used 
religious terminology to explain his actor training techniques and performance, which would suggest 
WKHUHLVDVSLULWXDOSXUSRVHEHKLQG*URWRZVNL¶VZRUN How else can we understand the meaning of his 
WKHDWUHZKHQ*URWRZVNLVD\V³,QWKHILQDOUHVXOWZHDUHVSHDNLQJRIWKHLPSRVVLELOLW\RIVHSDUDWLQJ
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VSLULWXDODQGSK\VLFDO7KHDFWRUVKRXOGQRWXVHKLVRUJDQLVPWRLOOXVWUDWHDµPRYHPHQWRIWKHVRXO¶
he should accomplish tKLVPRYHPHQWZLWKKLVRUJDQLVP´ (Grotowski, 1968a, p.123).  
There are others as well, including Wolford, Brook, and Richards, who often describe certain 
DVSHFWVRI*URWRZVNL¶VZRUNDVKDYLQJWKHTXDOLW\RIDVSLULWXDOHQFRXQWHUThese individuals were all 
directly associated with Grotowski during various phases of his research and they all see a religious-
type theme that repeats itself throughout his career as demonstrated through his repeated use of 
religion-based archetypes. Indeed, Grotowski himself seems to accept WKDW DQ ³element of our 
productions has been variously called [...] µUHOLJLRQH[SUHVVHGWKURXJKEODVSKHP\Oove speaking out 
WKURXJKKDWH¶´ (Grotowski, 1968a, p.22). 
Grotowski had always been interested in exploring traditional rituals of non-Western cultures 
that were invariably linked to ancient religious practices, and integrated various kinds of sacred 
SUDFWLFHVLQWRKLVZRUNRQSHUIRUPDQFH7KHUHLV LQIDFWDVHFXODUVSLULWXDOLVPLQ*URWRZVNL¶VZRUN
guided by multiple forms of religious ontologies that are used as conceptual frameworks to actuate 
WKH³LQQHUSURFHVV´RIWKHSHUIRUPHU$VVXFKWKLVFKDSWHU¶VIRFXVRQ*URWRZVNL¶V3roductions phase 
of research was to provide us with an understanding of the important role religious principles and 
practices played in shaping each phase of his work that came afterwards. 
Although Sufism was not emphasised in this chapter, it also shares ritual elements that 
*URWRZVNLH[SORUHGLQKLV3URGXFWLRQVSKDVH LQFOXGLQJWKHHOHPHQWRI³VHOI-sDFULILFH´LQ WKH³WRWDO
DFW´,QFKDSWHUVWKUHHDQGIRXU6XIL5RRWVLQ*URWRZVNL¶V$UWDV9HKLFOHDQG6XILVPUHVSHFWLYHO\
we will explore the concept of tasawwuf³WKHZD\RI WKHZRROHQ-FORWKHG´D ODEHO IRU6XILVPWKDW
FRQQRWHV ³VHOI-VDFULILFH´ DQG ³SXULILFDWLRQ RI WKH KHDUW´ :H VDZ WKHVH FRQFHSWV UHIOHFWHG LQ
)ODV]HQ¶VGLVFXVVLRQRI*URWRZVNL¶V³SRRUWKHDWUH´DQG³WRWDODFW´LQUHODWLRQWR³WKHJUHDWP\VWLFV´
with their initiatory rituals and acts of self-PRUWLILFDWLRQRUOLNHWKH³&KULVWP\WK´PDsochistic-like 
H[SHULHQFHVLQWHQGHGWRSXUJHWKHVHOIRILWVZRUOGO\SUHGLVSRVLWLRQ)ODV]HQQS7KH6XIL¶V
quest for direct contact with Allah (SWT) requires a passage away from the material world of ego-
  133 
based endeavours, through practising acts of self-deprivation. Thus, as an initiatory activity, we find 
V\PEROLFVLJQLILFDQFHLQWKH6XIL¶VSUDFWLFHRIZHDULQJDZRROOHQFORWKDV³7KHSUDFWLFHRIZHDULQJ
ZRRODIRUPRIµVHOI-deprivation and self-PDUJLQDOL]DWLRQDVDPRUDODQGSROLWLFDOSURWHVW¶, was most 
certainly bound up with social and cultural negotiations that took place around the concepts of 
UHQXQFLDWLRQ´ (Karamustafa, 2007, p.6).  
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Chapter Three: SuIL5RRWVLQ*URWRZVNL¶V$UWDV Vehicle 
 This chapter will examine *URWRZVNL¶V ILQDO SHULRG of research, Art as Vehicle, which 
exclusively concerns an investigation into how certain ancient ritual VRQJVFRXOGEHXVHGDV³WRROV´
GHVLJQHG WR LQLWLDWH DQ ³LQWHULRU SURFHVV RI HQHUJ\ WUDQVIRUPDWLRQ´ LQ WKH SK\VLFDO DFWLYLWLHV EHLQJ
conducted that could elevate performance craft to the level of a deeply personal encounter. 
(Richards, 2008, p.7 7KLV EURDGO\ GHILQHVZKDW 3HWHU %URRN RQH RI*URWRZVNL¶Vmost important 
collaboratorVFDOOHGWKH³$UWDV9HKLFOH´SKDVHRI*URWRZVNL¶VZRUN. (Grotowski, 1995, p.119) Art 
as VHKLFOHLVWKHFXOPLQDWLRQDQGHSLWRPHRIDOOWKHDVSHFWVRI*URWRZVNL¶VZRUNDVLWUHSUHVHQWVDQG
encompasses the main ideas that were there throughout all phases of his research. Despite his 
evolving themes from stage to stage, he held onto all of his exercises and concepts, the totality of 
which is comprehensively represented by Art as Vehicle, therefore this chapter covers aspects that 
can be traced to every phase of his experimentation. 
Unlike his period of Productions that functioned within the framework of representational 
SHUIRUPDQFH GLUHFWHG WRZDUGV GHYHORSLQJ D ³FRPPXQDO´ HQFRXQWHU EHWZHHQ WKH DFWRU and the 
spectator, the Art as Vehicle research is a departure away from the theatrical element of an actor-
spectator relationship. InsteDG WKLV SKDVH RI *URWRZVNL¶V ZRUN VWUictly focuses on constructing a 
creative composition in the form of ancient songs and accompanying dances that were intended to 
³ZRUNRQRQHVHOI´ (Pollastrelli, 2009, p.335). 
Although there are clearly defined distinctLRQV DVPHQWLRQHG DERYH EHWZHHQ*URWRZVNL¶V
period of Productions and his Post-Theatre research, there is a link. As Lisa Wolford writes, Peter 
Brook explained that Art as VHKLFOH LV D ³FRQWLQXDWLRQ UDWKHU WKDQ D FRQWUDGLFWLRQ RI ZKDW FDPH
EHIRUH´, and he stated that ³µif you look at this new work closely, you can see that it was the old 
direction that continued to develop¶´ (Wolford, 1996d, pp.12-13). 
 :LWK%URRN¶VOLQHDUH[SODQDWLRQRI*URWRZVNL¶Vtotality of research in mind, we can suppose, 
as Brook does, that there is a common thread that binds all phases of GrotowskL¶VZRUNWRJHWKHU,Q
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both his Productions/Theatre and Post-Theatre phases of work, Grotowski employed rigorous 
H[HUFLVHPHWKRGVLQWHQGHGWRUHPRYHZKDWKHFDOOHG³EORFNV´WKDWVWRRGLQWKHZD\RIWKH³RUJDQLF´
IORZRILPSXOVHV$GGLWLRQDOO\MXVWDVWKH³KRO\DFWRU´DQGWKH³WRWDODFW´were intended to achieve 
an authentically personal experience with self-transformation, so, too, do the ancient songs employed 
in Art as Vehicle attempt to DFKLHYH D WUDQVIRUPDWLYH HIIHFW RQ WKH ³GRHU´ WKURXJK D SURFHVV RI
³HQHUJ\WUDQVIRUPDWLRQ´,ZLOOGLVFXVVLQ GHWDLOWKH³GRHU´DQG³HQHUJ\WUDQVIRUPDWLRQ´DVWKH\UHODWH
to the use of ancient songs in later parts of this chapter. 
As already indicated, Art as Vehicle exclusively dealt with introducing techniques that were 
intended to impact the internal processes of the participant and thus achieve energy transformation. 
:LWKWKLVVDLG WKRVHSHUIRUPLQJDSDUWLFXODUDFWLRQLQ WKLVSKDVHRI*URWRZVNL¶VUHVHDrch were not 
working in the capacity of an actor, whose purpose was to entertain an audience. In Art as Vehicle, 
WKHSHUIRUPHULVWUDQVIRUPHGLQWRD³GRHU´DQGWKRVHREVHUYLQJWKHGRHU¶VDFWLRQVDUH³ZLWQHVVHV´WR
what is being done in this phase of GrotoZVNL¶V UHVHDUFK , ZLOO SURYLGH D FOHDUHU WH[W-based 
understanding of these two components of Art as Vehicle in later portions of this chapter. 
Although Art as Vehicle is not identified as a theatre of presentation, it still retained elements 
of what could be associated with having the basic structural arrangements that are commonly parts of 
a theatrical framework. For example, in describing his Workcenter research, which I will discuss in 
more detail later in this chapter, Grotowski explains, 
[...] as far as technical elements are concerned, everything is as it is in the performing 
arts; we work on song, on the vibratory qualities of song, on impulses and physical 
actions, on forms of movement; and even narrative motifs may appear. All this is 
filtered and structured up to the point of creating an accomplished structure, an Action 
as precise and repeatable as a stage production. (1991, p.88) 
 ,QGHHGDORQJVLGHWKHVH³WHFKQLFDOHOHPHQWV´Rf Art as Vehicle that follow the basic principles 
of theatre craft, we also find that there is montage, textual motifs, and what Thomas Richards refers 
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WR DV D ³VWRU\-non-VWRU\´ LQ$FWLRQ. (2008, p.27) Additionally, Peter Brook and Thomas Richards 
RIWHQ GHVFULEHG WKH :RUNFHQWHU UHVHDUFK DV EHLQJ LQ WKH IRUP RI DQ ³RSXV´ WKDW is also usually 
associated with being a structural component of theatre. Even with the presence of what would 
DSSHDU WRDQRXWVLGHREVHUYHUDVHOHPHQWVRI WKH³SHUIRUPLQJDUWV´*URWRZVNL LQIRUPVXV WKDW WKLV
SKDVHRIKLVZRUNLVQRWD³SURGXFWLRQ´. To reiterate, Art as Vehicle is a non-spectator based activity. 
5DWKHULWVSXUSRVHLVWRDOORZWKH³GRHU´WRXQGHUWDNHDMRXUQH\RIVHOI-exploration that reaches into 
WKH GHSWKV RI RQH¶V EHLQJ DQG it becomes a uniquely personal experience. It will be important, 
therefore, to examine montage, opus, and Action as non-theatrical aspects of Art as Vehicle from the 
SHUVSHFWLYHRID³VSLULWXDOLQQHUVHDUFK´6KHYWVRYD 2014, p.338). 
 Although Grotowski relied heavily on traditional rituals and their accompanying archetypes 
during previous phases of his research, Art as Vehicle involved developing performance techniques 
grounded in ancient ritual WUDGLWLRQVWKDWDUH³NQRZQWRSURGXFHFHUWDLQHQHUJHWLFUHVXOWVLQWKRVHZKR
SUDFWLFH WKHP´ Osinski, 1991, p.387). Invariably, most of the traditions Grotowski explored were 
primarily grounded in religious practices. This is an important component in Art as Vehicle in 
DWWHPSWLQJWRH[SODLQ6XILVP¶VUROHLQ*URWRZVNL¶VZRUN$QRWKHUFUXFLDODVSHFWLQWKHGHYelopment 
of GrotowskL¶V$UW DV 9ehicle phase is the influence certain cultures, such as specific regions of 
India, may have had on his work; those that are linked to Sufi practices in particular. 
 First, it will be important to provide a brief understanding of what Art as Vehicle is in terms 
RI LWV VWUXFWXUH DQGSXUSRVH DVZHOO DV WR LGHQWLI\ DVSHFWV LQ WKLV SKDVH RI*URWRZVNL¶VZRUN WKDW
make it distinctly different from his previous experimental endeavours. Since GroWRZVNL¶VHPSKDVLV
was to use multicultural elements of traditional practices in developing performance techniques, I 
will also examine specific ethnographic sources WKDW OHQGVXSSRUW WR6XILVP¶V LPSDFWRQKLVZRUN
The Bauls of West Bengal, India, are of particular interest because Grotowski used their songs and 
PRYHPHQWVWRDFKLHYH³VRPHWKLQJµLQQHU¶´5LFKDUGVS. Finally, there are key concepts 
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found within Art as VHKLFOHVXFKDV³YHUWLFDOLW\´³HQHUJ\WUDQVIRUPDWLRQ´, DQG³LQQHUDFWLRQ´WKDW
correlate to psycho-physical practices of Sufism, which will also be discussed. 
 7KH VPDOO YLOODJH RI9DOOLFHOOHZRXOG EHFRPH WKH FDSVWRQH RI -HU]\*URWRZVNL¶V GLUHFWLQJ
career. Just east of Pontedera, Italy, Vallicelle was a rugged and remote landscape when Grotowski 
arrived there in 1985-86 to begin work on a project known as his Art as Vehicle phase. 
(Grotowski.net, 2012k) Uniquely situated for the purposes of his research, Art as Vehicle took place 
LQ DQ DEDQGRQHGEXLOGLQJFDOOHG WKH³:RUNFHQWHU´ WKDWZDV FRQYHUWHG LQWR DZRUNVSDFHXVHGE\ D
select group of participants that travelled with Grotowski to Pontedera. The workspace itself was of a 
³PRQDVWLF´TXDOLW\ UHIOHFWLYHRI WKH*URWRZVNLDQ WKHRry of minimization within theatre³7KHFROG
URRPV DOPRVW DEVHQW RI IXUQLVKLQJV´ ZLWK WKHLU ³EDUH ZKLWH ZDOOV DQG XQHYHQ VWRQH IORRUV´
functioned as spaces where the Upstairs Action and Downstairs Action11 would take place within the 
Workcenter. (Wolford, 1996e, pp.114-115) Additionally, the location Grotowski chose for his 
research was completely isolated from the outside world, with curtains pulled over the Workcenter 
windows throughout the day. Toiletries and other personal effects were limited to what was 
necessary, and social conversations among the participants were limited to brief discussions on the 
work at hand. From a structural-functional perspective, the reason for this highly controlled 
HQYLURQPHQW ZDV WR HQVXUH WKH SXUSRVHV RI *URWRZVNL¶V UHVHDUFK ZRXOG QRW EH FRPSURPLVHG E\
extraneous GLVWUDFWLRQV5HIHUULQJWRWKH³VWULFWGLVFLSOLQH´RIWKH:RUNFHQWHU:Rlford explains that 
7KH SULQFLSOH DW ZRUN LV DQRWKHU YHUVLRQ RI *URWRZVNL¶V IDPRXV conjunction 
oppistorum, the relationship between structure and spontaneity: the further one 
                                                 
11
 $QRWHRQ³8SVWDLUV´DQG³'RZQVWDLUV´JURXSV³>@IURP-1993, the main activities of the 
WRUNFHQWHUZHUHFRQGXFWHGE\WZRVHSDUDWHUHVHDUFKWHDPV>«@SUDJPDWLFDOO\UHIHUUHGWRDV
µ8SVWDLUV¶DQGµ'RZQVWDLUV¶LQWKHLUXVHRIGLIIHUHQWSRUWLRQVRIWKHWZR-VWRUH\ZRUNVSDFH>«@
7KHJURXSWKHQUHIHUUHGWRDVµ'RZQVWDLUV*URXS¶OHGE\5LFKDUGVIRFXVed on the development 
of performing structures around songs from African and Afro-&DULEEHDQWUDGLWLRQV>«@>ZKHUHDV@
WKHµ8SVWDLUV*URXS¶>@FRQFHQWUDWHGRQDFWLRQVEDVHGRQ+DLWLDQVRQJVDQGWH[WZLWKWKHLUURRWV
LQ(J\SWLDQDQG0LGGOH(DVWHUQFXOWXUH´ (Wolford, 1997b, p.367). 
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FKRRVHVWRYHQWXUHLQWRWKHGHSWKVRIRQH¶VEHLQJWKHPRUHLPSRUWDQWWKDWDVWUXFture 
be in place to function as a safeguard on the journey. (Wolford, 1996c, p.103) 
The participants themselves, being from various ethnic and racial backgrounds, were mostly 
professional actors selected to be collaborators in the Art as Vehicle research. Among these artists, 
American actor Thomas Richards functioned as a team leader in Downstairs Action, and he was a 
central figure in developing the tools that defined Art as Vehicle. I will discuss the instruments of 
WKLV SKDVH RI *URWRZVNL¶V ZRUN LQ later portions of this chapter. Additionally, using traditional 
ritualistic source materials in Art as Vehicle, each group employed chants, songs and dances 
indigenous to particular regional cultures, as central components of their workspace activities. 
With respect to the activities themselves it would be important to briefly discuss the meaning 
RI ³0DLQ$FWLRQ´ ³$FWLRQ´ ³2SXV´ ³GRHU´ DQG³ZLWQHVV´ DOO RIZKLFKDUHXVHG WRGHVFULEH WKH
workspace activities of the Workcenter. The overarching structural composition of a particular 
workspace activity was described using the Downstairs Action and Upstairs Action framework. For 
H[DPSOHLQH[SODLQLQJ³'RZQVWDLUV$FWLRQ´, Richards, who first introduced this concept, states, ³,Q
our present terminology, the word Action with a capital letter refers to the totality of a performing 
structure [«] called DownstDLUV $FWLRQ´ (2008, p.8). From 1994, Richards continued work on 
$FWLRQ ZKRVH ³RSXV is composed of lines of actions elaborated in detail, constructed with and 
around ancient vibratoU\VRQJV´ (TheWorkcenter.org, n.d.). As that example demonstrates, the opus 
in Art as Vehicle is an exactly scored set of repeatable physical actions, along with precise tempo-
rhythms from the songs and dances that accompany these actions which form a unified whole. 
Additionally, since the opus is not directed towards the spectator, the actor role is replaced with that 
RID³GRHU´LQSHUIRUPLQJ$FWLRQDQGWKRVHfew who watch the workspace activiWLHVDUH³ZLWQHVVHV´
VHOHFWHG³to attest to what they have seen and felt and, when necessary, to give a UHOLDEOHWHVWLPRQ\´ 
rather than be entertained by the Workcenter activity. (Osinski, 1991, p.395) 
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As mentioned earlier, the workspace at the Workcenter was characteristically minimalistic, 
with only a few objects placed within the workspace. In Downstairs Action, for example, four 
candles are placed on one side of the room; there is also a bundle wrapped in red cloth, a basin filled 
ZLWKZDWHUDQGFKLOG¶V UDWWOH used in the performance. (Wolford, 1996e, pp. 160 and173) It should 
also be noted that dialogue was briefly interspersed with the actions taking place. Song and dance 
were the primary forms of communication between the group participants. 
In order to examine the purpose of Art as Vehicle, it is important to provide an understanding 
RIZKDWLVPHDQWE\WKLVSKDVHRI*URWRZVNL¶VGLUHFWRULDOHQGHDYRurs. Art as Vehicle is multi-layered 
LQ LWVGHILQLWLRQ3HUKDSV WKLV LV GXH LQSDUW WRZKDW VRPHFULWLFVKDYH VDLG LV LWV ³HVRWHULF´QDWXUH
(Wolford, 1996c, p.130) As with all previous phases of his work, Grotowski pushed the boundaries 
of performance by redefining the meaning of theatre in Art as Vehicle. 
I would suggest that the horizon of expectations with which individuals approach 
*URWRZVNL¶V ZRrk has altered over the years, and that persons familiar with the more 
recent stages of his research have acquired a very different set of expectations, 
expectations that presuppose a disruption/interrogation of theatrical structure [«] the 
cultural markers that determine what constitutes performance have been repositioned 
again and again, usually in ways that provoke anxiety and resistance [«] This level of 
DQ[LHW\LVIXUWKHULQWHQVLILHGLQUHJDUGVWR*URWRZVNL¶VZRUN. (Wolford, 1996e, p.130) 
As Wolford suggests, most followers of GrotowVNL¶VHDUOLHU work would have viewed Art as 
Vehicle through the prism of Grotowski¶V3DUDWKHDWUH (1969-78) and Theatre of Sources (~1976-82) 
phases of his research. Like these phases, Art as Vehicle reconfigures performance as 
representational, moving away from the montage intended to create images in order to cause an 
internalized reaction in the spectator. Instead, the images being expressed through song and dance 
are directed towards the one engaged in a particular set of physical activities, which makes the 
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montage in Art as Vehicle markedly different in purpose, as explained by Maria Shevtsova in her 
H[DPLQDWLRQRIWKH³WKHDWUHRISUHVHQFH´DVLWDSSOLHVWR*URWRZVNL¶VILQDOSKDVHRIUHVHDUFK 
It is on the basis of such a distinction that Grotowski separated the theatre of 
presentation from the theatre of presence, where the performer replaced and 
superseded the actor. The performer made no effort whatsoever to present (or 
represent by standing for) anybody else, and so had neither character nor narrative to 
sustain. Second, the performer wove performances from each and every step of the 
µVSLULWXDOLQQHUVHDUFK¶DQGGLGVRWRVXFKDQH[WHQWWKDWWKHIORZRIWKHVHVWHSVZDV
the very content of the performance itself: the performance was the process. Further, it 
was the process of activated energies that took shape and form, and this ± now in 
*URWRZVNL¶V ZRUGV ± ORRNHG µWR FUHDWH WKH PRQWDJH QRW LQ WKH SHUFHSWLRQ RI WKH
VSHFWDWRUVEXWLQWKHDUWLVWVZKRGRLW>@¶. (Shevtsova, 2014, p.338) 
 Because the montage found within Art as Vehicle was nonrepresentational, some observers 
of this work question whether this phase should have even been considered performance, since 
public accessibility itself was limited to a small group of outside observers who DFWHGDV³ZLWQHVVHV´
rather than spectators being entertained. This aspect of the Workcenter research only seemed to 
UHLQIRUFHLWV³HVRWHULF´QDWXUH*URWRZVNL LQDQLQWHUYLHZZLWK3HWer Brook, explained what makes 
Art as Vehicle distinctly different from what people became accustomed to experiencing in his prior 
work: 
It is not participatory theatre, nor Paratheater, nor is it Theater of Sources. ,W¶V not that. It 
is necessary to solve all the problems of technical precision, and finally reach a point that 
LVOLNHWKHUDGLFDOQDWXUHRIGDQJHURXVIRUFHV>«@GDQJHURXVLQWKHVHQVHWKDWWKH\FDQQRW
directly serve the spectator. Rather, they push him away, but they serve the actor, they 
can serve the people who work on art. (Grotowski in Brook, 2009, p.102) 
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According to Grotowski, Art as Vehicle is a complete departure from what the followers of 
all his previous work had grown accustomed to. This phase of his research detaches itself from 
spectacle, altogether eliminating an interactive relationship between a performer and the spectator. 
This, DJDLQLVSHUKDSVWKHUHDVRQIRUWKH³DQ[LHW\´Wolford mentions. In Art as Vehicle, the research 
revolves around the artist and his/her craft. Peter Brook explains that WKHSHUIRUPHULVWKH³HVVHQFH´
of theatre and describes this phase of GrotoZVNL¶V UHVHDUFK DV DQ LQYHVWLJDWLRQ LQWR WKH LQWHUQDO
mechanisms that create artistic expression in the doer: 
6R OHWXV WDNHDFORVHU ORRNDWZKDWZH UHDOO\ZDQW WRNQRZ)LUVWRIDOO OHW¶V WDNH WKH
point of view of theatre. Theatre is an abstract word and to be concrete needs a vehicle. 
The vehicle which is the strongest in all the forms of theatre is the human being. This 
individual, this human being, is always an unknown quantity. And it is an absolute 
necessity that somewhere there should exist exceptional conditions in which this strange 
unknown being ± the actor ± can be explored. (Brook, 2009, p.33) 
7KLV SKDVH RI *URWRZVNL¶V ZRUN ZKLFK GHDOW H[FOXVLYHO\ with the doer was not so 
extraordinarily different than what he was examining during earlier phases of his research. 
*URWRZVNL¶VSURGXFWLRQVKordian (1962), Dr. Faustus (1963), The Hamlet Study (1964), and The 
Constant Prince (1965 in Poland, and 1965-1970 abroad), marked a gradual shift away from 
conceQWUDWLQJ RQ WKH VSHFWDWRU¶V UHODWLRQVKLS WR SHUIRUPDQFH ,QVWHDG ³7KH\ZHUH VWLOO DVVLJQHG D
QRPLQDOµUROH¶EXWDOOWKDWZDVH[SHFWHGRIWKHPZDVWKDWWKH\EHVLOHnt witnesses. The focus of the 
LDERUDWRU\7KHDWUHUHVHDUFKSURFHVVEHFDPHWKHDFWRU´ (Kumiega, 1985, p.54). Ryszard Cieslak, who 
appears as the quintessential martyr figure in these performances, represented the attention that was 
JLYHQWRZKDWZDVEHLQJ³PROGHGLQWKHDFWRULQKLVERG\LQKLVYRLFHDQGLQKLVVRXO´ (Kumiega, 
1985, p.76). The concept of the total actZKLFKZDVPDGHPDQLIHVWLQ&LHVODN¶VUROHLQThe Constant 
PrinceH[HPSOLILHV*URWRZVNL¶VHDUOLHVWLQFOLQDWLRQWRSODFHWKHDFWRUDWWKHcentre of what typifies 
one of the most important elements in Art as Vehicle. 
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There have been multiple interpretations given of what is meant by Art as Vehicle. Kris 
Salata, author of The Unwritten Grotowski: Theory and practice of the encounter (2013), defines Art 
as VHKLFOH DV ³SHUIRUPDQFH RI WKH RUDO WUDGLWLRQ´ WKDW UHDFKHV ³EDFN WR SDJDQ SUDFWices and 
PXOWLQDUUDWLYH UHODWLRQVKLSVZLWK WKH VXSHUQDWXUDO WR WKHZRUOG EHIRUH WKH GLYLVLRQ´ Salata, 2013, 
pp.3-4). Similarly, Wolford prefers to cite what Grotowski himself defines it as being: 
$FFRUGLQJ WR*URWRZVNL$UWDVYHKLFOHFRQFHUQVµDFWLRQVUelated to very ancient songs 
which traditionally served ritual purposes, and so can have a direct impact on ± so to say 
± the head, the heart and the body of the doers, songs which can allow the passage from a 
YLWDOHQHUJ\WRDPRUHVXEWOH¶ [«] Grotowski clarifies that the term Art as vehicle does 
not directly refer to all the activities of the Workcenter, but only the work that deals with 
WKHSURFHVVRIHQHUJ\WUDQVIRUPDWLRQIURPµKHDY\EXWRUJDQLFHQHUJLHV [«] to a level of 
HQHUJ\PRUHVXEWOH¶. (Wolford, 1996e, pp.16-17) 
Central to the meaning of this phase of his work, Grotowski identifies ³HQHUJ\
WUDQVIRUPDWLRQ´DVKLVIRFDOSRLQWLQWKLVSHULRGRIUHVHDUFK$VPHQWLRQHGHDUOLHU*URWRZVNL¶Vfinal 
phase of research primarily dealt with work on utilizing WHFKQLTXHV ³WKDW FRXOG DOWHU WKH
SV\FKRORJLFDOVWDWHRIWKHSUDFWLWLRQHU´(Wolford, 1996e, p.7). Accomplishing this objective required 
the channelling RI HQHUJ\ ZLWKLQ WKH GRHU¶V ERG\ WKDW ZRXOG KDYH ERWK DQ LQWHUQDO DQG H[WHUQDO
impact on the doer. Brook, in discussing GrRWRZVNL¶VREMHFWLYHVLQ$UWDV9ehicle, states: 
He wanted to attain pure impulse, an impulse, he knew, is not visible, it has to be 
µFDUULHG¶ E\ VRPHWKLQJ DQG WKLV µFDUULHU¶ WKLV YHKLFOH LV WKH KXPDQ ERG\ 7KURXJK DQ
intonation, through movements and gestures, he wanted to find, in a more detailed 
manner, the relation between the internal energies of body and their external expression. 
(Brook, 2009, p.67) 
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The process of energy transformation is the means by which the doer converts what Thomas 
5LFKDUGV GHVFULEHV DV HQHUJ\ WKDW LV FKDUDFWHULVWLFDOO\ ³FRDUVH´ LQWR D IRUP RI LQQHU YLWDOLW\ DQG
LQWHQVLW\ WKDW LVPXFKPRUH³VXEWOH´5LFKDUds, 2008, p.7). For Grotowski, performance was never 
simply taking on a role and demonstrating a series of actions. In Art as VHKLFOH WKH GRHU¶V ERG\
becomes an instrument of expression, with each gesture ± every physical action ± part of a 
profoundly internal process of self-WUDQVIRUPDWLRQWKDWLVPDGHPDQLIHVWLQDQRUJDQLFDOO\³H[WHUQDO
H[SUHVVLRQ´ 7KRPDV 5ichards, himself a group leader at the Workcenter, provides an insightful 
H[DPLQDWLRQ RI WKH HIIHFWV HQHUJ\ WUDQVIRUPDWLRQ KDV RQ WKH ³GRHU´ GXULQJ WKH FRXUVH RI D
performative action: 
In certain fragments of Main Action [«] It became as if my body began to conduct me ± 
absolutely by itself ± in a flow of movement that was coming from inside, a stream of 
LPSXOVHVUXQQLQJWKURXJKP\ERG\>«@0\PLQGZDVQRORQJHUPDQLSXODWLQJP\ERG\
WHOOLQJLWWRJRKHUHJRWKHUHQRZP\ERG\ZDVFRQGXFWLQJPH>«@WKHWRWality of Main 
Action becaPH>«@WKHDVSHFWRIRUJDQLFLW\5LFKDUGVSS-5) 
2QH IXQGDPHQWDOO\ LPSRUWDQW DVSHFW RI 5LFKDUGV¶ H[SHULHQFH LV ZKDW KH GHVFULEHV DV WKH
³IORZ RIPRYHPHQW WKDWZDV FRPLQJ IURP LQVLGH´ZKLFK 3HWHU %URRN UHIHUV WR DV ³LQQHU DFWLRQ´
(Brook, 2009, p.13). This is the intrinsic predisposition of actions that have been manipulated by 
impulses that are generated through channelling HQHUJ\LQWRWKHFRUHRIWKHGRHU¶VEHLQJ$OWKRXJK
5LFKDUGV¶VHHPLQJO\PHWDPRUSKLFH[SHULHQFHLQ0DLQ Action is characteristically one that involves a 
psycho-physical dynamic, the transference of energy that causes an organic action at some point 
negates the mentally deliberative use of physical expressions, and is replaced with what Grotowski 
would have GHVFULEHGDV³VSRQWDQHRXVLPSXOVHV´ (Slowiak and Cuesta, 2007, p.92). Perhaps this may 
explain the point at which Richards felt he no longer was relying on a specific set of intentional 
movements of the body to perform his action. In an almost anatomical description of energy 
WUDQVIHUHQFH5LFKDUGVUHIHUVWRWKLVHQHUJ\DVDIRUFHWKDWRULJLQDWHVIURPDSHUVRQ¶VHVVHQFH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What is in the vital pool begins to flow upward into this other resource and transform 
itself into a quality of energy that is more subtle. When I say subtle I mean lighter, more 
luminous. Its flow now is different, its way of touching the body is different [«] 
touching something that is no longer just related to the physical frame, but is as if above 
the physical frame. (Richards, 2008, pp.7-8) 
Both Brook and Richards describe thLV³LQQHUDFWLRQ´DVDSKHQRPHQRQ in which a specific 
type of energy ± subtle energy ± is conducted upwards from its place of origin within the body, and 
initiates a higher state of consciousness in the doer. More precisely, this ascension of energy occurs 
through the process GrotowsNLFDOOHG³YHUWLFDOOLQH´DFRQFHSWZKLFKFDQDOVREHH[SODLQHGE\ the 
process of trance. (Slowiak and Cuesta, 2007, p.116) In performing Action, Richards describes 
YHUWLFDOLW\ DVEHLQJ³from one quality of energy, dense and vital, up and up towards a very subtle 
TXDOLW\ RI HQHUJ\ GHVFHQGLQJ EDFN LQWR WKH EDVLF SK\VLFDOLW\´ (Richards, 2008, p.8). In some 
UHVSHFWV WKH LQLWLDO DVFHQVLRQRI³VXEWOH´HQHUJ\DSSHDUV WRKDYHSURSHUWLHVRI WUDQce-like states of 
consciousness. As mentioned earlier, it was at this higher level of energy during the course of Action 
that RichDUGV VWDWHV ³my mind was no longer manipulating my body [«] now my body was 
conducting me´ (Richards, 2008, p.5). We find that Richards had experienced a different field of 
consciousness through the transference of energy that led to spontaneous, free-flowing movements of 
his body. 
In the doer, there is a moment when a given physical action eclipses the mental awareness of 
the boG\¶V PRYHPHQWV +RZHYHU VLPLODU ³VXEWOH´ HQHUJ\ LV WR UHDFKLQJ D WUDQFH-like state of 
concentration, the process of internalized impulses is intended to produce precisely scored sets of 
external actions that takes this energy from its sublime form, and is recycled into a tangible physical 
action. 
In Art as VHKLFOHDGLVWLQFW VHWRI WRROVDUHXVHGDV WHFKQLTXHV WKDWDFWDV WKH³YHKLFOH´ IRU
inner action and energy transformation. Grotowski employs songs and dance grounded on ancient 
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ritual practices as techniques for his work on Actions in this phase of his doer-specific research. In 
Downstairs Action, he relies exclusively on traditional Afro-Caribbean songs and dances, which are 
the requisites for engaging the doer in an intensely organic expressive activity, as Wolford explains 
concerning the use of songs in Art as Vehicle: 
*URWRZVNL¶VZRUN LV IRXQGHGRQ WKHSUHPLVH WKDW FHUWDLQ VRQJV FDQ VHUYHDV D WRRO IRU
activating a process of transformation [«] Grotowski posits that these special songs [«] 
µhave the capacity to aid the doer in pursuiQJDQLWLQHUDU\RIYHUWLFDOLW\¶ something that 
might be described as a work of self-transformation or a journey toward a higher state of 
being. (Wolford, 1996e, p.192) 
Wolford puts forward the notion that specific ritual songs were being used at the Workcenter 
WRUDLVHWKHGRHU¶VPLQGDQGERG\WRDPRUHPHWDSK\VLFDOOHYHORIDFWLYLW\7KHVHVRQJVDFFRUGLQJWR
:ROIRUG ZHUH LQWHQGHG WR ³DIIHFW DQ LQGLYLGXDO¶V SV\FKR-energetic state in physically objective 
ZD\V´:ROIRUG96e, p.205). Grotowski placed primary importance on rituals and traditions as a 
means to transform performance into an intimate, symbiotic relationship between the doer and 
his/her craft. This could only be achieved by altering the way the mind thinks and the body moves 
ZKLOH LQ D SHUIRUPDQFH VSDFH :H ILQG WKHUHIRUH WKHVH VRQJV ZHUH XVHG WR SURYLGH ³FRQFUHWH
WHFKQLTXHV´IRUDFKLHYLQJDWRWDOO\RUJDQLFDFWLRQ. (Wolford, 1996e, p.7) 
:KDWLVSDUWLFXODUO\LQWHUHVWLQJLVWKH³YLErDWRU\´QDWXUHRIWKHULWXDO songs Grotowski relied 
on in his research. As was mentioned earlier, traditional Afro-Caribbean songs were the primary 
means of Downstairs Action. They carried very distinct intonations which are cKDUDFWHUL]HGDV³VRQLF
LQ IRUP´ and having ³D GHWHUmined vibration in tempo-rhythm´ :ROIRUG96e, p.205). Multiple 
explanations are given as to the significance of the sounds generated from the songs. Speaking about 
these Afro-Caribbean songs and the effect they have on energy transformation and its relationship to 
verticality, Richards notes: 
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These songs coming from the ritual tradition can work as tools for this transformation of 
energy [«] ,FDOOWKLVµLQQHUDFWLRQ¶ [«] the doer begins to let the song descend into the 
organism, and the sonic vibration begins to change [«] the syllables and the melody of 
these songs begin to touch and activate something I perceive to be like energy seats in the 
organism. (Richards, 2008, p.6) 
Richards points out that ³VRQLF YLEUDWLRQ´ LV D PHFKDQLVP WKDW HIIHFWXDWHV DQ LQWHUQDOLzed 
reaction in the person performing with these ritual songs. Again, as Wolford observed, these 
vibratory songs have psycho-SK\VLFDO SURSHUWLHV LQWHQGHG WR ³DOWHU WKH SV\FKRORJLFDO VWDWH RI WKe 
SUDFWLWLRQHU´ WKDW IDFLOLWDWH mental concentration and completely spontaneous movements of the 
body. (Wolford, 1996e, p.7) The psycho-physical collaboration between vibratory ritual songs and 
WKHH[SUHVVLRQVRIWKHGRHULVLQWULQVLFDOO\SDUWRIWKH³YHUWLFDOOLQH´*URWRZVNL intended to achieve in 
Art as Vehicle. This is reflected in Richards¶ explanation of the importance traditional songs have in 
soliciting natural expressions of the body:  
[«] the traditional songs (like those of the Afro-Caribbean line) are rooted in organicity. 
,W¶VDOZD\VWKHVRQJ-ERG\LW¶VQHYer the song dissociated from impulses of life that run 
through the body; in the song of tradition, it is no longer a question of the position of the 
body or the manipulation of the breath, but of impulses and the little actions. Because the 
impulses which run in the body are exactly that which carries the song. (Richards, 1995, 
p.128) 
Fundamentally, the body is the primary source of phonation and resonation of the songs being 
introduced into a particular set of actions. The internal components of these ritual songs used in Art 
as Vehicle have a metaphysical quality outside the physical dynamic at work, and they affect the 
ERG\¶VVSRQWDQHRXVPRYHPHQWVDQG LPSXOVHVwhich provides the basis for examining elements of 
spiritual influences used in the Workcenter activities. 
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In Art as Vehicle, the ritual songs and dances used by the doers are distinctly religious in 
nature, and were used to produce internal transformation within the doer. Richards, referring to 
*URWRZVNL¶V XVH RI ULWXDO traditions in Downstairs Action, draws an association with the Bauls of 
West Bengal in discussing the Afro-Caribbean songs and dances being XVHG IRU *URWRZVNL¶V
research: 
Grotowski, when speaking about our work now, often refers to some similarity with the 
tradition of the Bauls that still survives in Bengal [«] He said that some time ago (in his 
story he was speaking about four generations, because he met four generations of Bauls) 
there was a tradition in India of singers/performers [«] With these songs they made a 
work on themselveVUHODWHGWRVRPHWKLQJµLQQHU¶. (Richards, 2008, p.28) 
,WLVLPSRUWDQWWRQRWH*URWRZVNL¶VUHIHUHQFHWRWKH%DXOVDVDSRLQWRIUHIHUHQFHLQWKHZRUN
he was conducting, which demonstrates a potentially major influence in selecting ancient songs and 
dances for Art as VHKLFOH WR FUHDWH ³LQQHU DFWLRQ´ *URWRZVNL WUDYHOOHG H[WHQVLYHO\ LQ ,QGLD DQG
familiarized himself with the various regional traditions throughout the country. One such area was 
in West Bengal. In 1980, during the Theatre of Sources phase of his research, Grotowski held two 
workshops in the Indian villages of Kenduli and Khardaha that primarily focused on what Deepak I 
0DMXPGDULGHQWLILHGDV³µH[HUFLVHVIRUDFTXLULQJSV\FKRSK\VLFDOHQHUJ\IURPWKHSULPDU\HOHPHQWV¶
µZUHVWOLQJZLWKRQHVHOI¶DQG ZRUNRQµWKHELRPHFKDQLFVRILQWHUQDOWKHDWUH¶´ (Grotowski.net, 2012l). 
The area where Grotowski conducted his research was well known for the presence of a distinct 
religious sect, called the Bauls12. It is the village of Kenduli in particular, where this group of mystic 
minstrels have gathered from across India for centuries to collectively hold annual religious 




mystics that come from the lower classes of Hindu and Muslim society in India. Known as 
³WUDYHOLQJPLQVWUHOV´ZKRVLQJDQGGDQFHZKLOHXVLQJVWULQJHGLQVWUXPHQWVOXWHVDQGGUXPVWKH
%DXOV³SHUIRUPDWVDFUHGVKULQHVDQGWHPSOHVLQFRXUW\DUGVRISDODWLDOPDQVLRQVDWIDLUVDQG
festivals, on trains, under the trees, and among the mud huts of villages ± DQ\ZKHUHDQ\WLPH´
(Bhattacharyya, Douglas, and Slinger, 1993, p.2). 
  148 
activities. (Dalrymple, 2009, p.226) It would be quite plausible that Grotowski and his Theatre of 
Sources collaborators had been exposed to the psycho-physical religious practices of the Bauls, 
HVSHFLDOO\DV³VL[%DXOVZHUHLQYLWHGWR3RODQGLQRUGHUWRSDUWLFLSDWHLQD7KHDWUHRI6RXUFHVVHPLQDU
(30 May ± $XJXVW´DIWHUWKHLUVWD\LQ:HVW%HQJDO*URWRZVNLQHWO; they would have 
seen the Bauls¶ ecstatic singing and dancing, and they likely observed their way of life during their 
visit to Kenduli. It could also be poVLWHG WKDW *URWRZVNL¶V ZRUN RQ ³exercises for acquiring 
SV\FKRSK\VLFDO HQHUJ\´ZKLOH LQ.HQGXOL ,QGLDwould have an impact in formulating his Art as 
Vehicle research on techniques used for energy transformation. In fact, Wolford mentions the Bauls 
as a point of reference in H[SODLQLQJWKH:RUNFHQWHUSURMHFWDVEHLQJVLPLODUWR³WKH%DXOSUDFWLFHRI
VRQJ DQG GDQFH´ WKDW HPSKDVL]HV ³VRPH W\SH RI LQWHUQDO ZRUN UHODWHG WR VHOI-WUDQVIRUPDWLRQ´
(Wolford, 1996e, p.144). 
%HFDXVHRI WKH FOHDU DQG VLJQLILFDQW LQIOXHQFHRI%DXOSUDFWLFHVRQ*URWRZVNL¶VZRUN Lt is 
important to understand some of the major sources of Baul traditions. The Baul spiritual way of life 
is rooted in multiple religious practices and beliefs which primarily include Tantra, Vaishnavism, and 
Sufi Islam. The esoteric practices of the Bauls demonstrate the application of various religious 
practices and beliefs in their spiritual way of life, not just one religious school of thought. 
Firstly, the Bauls are known for practising certain sexually-oriented religious rites that 
FRUUHODWH ZLWK WKH EHOLHI LQ ³VDFUHG VH[XDOLW\´ IRXQG ZLWKLQ 7DQWUD P\VWLFLVP (PHUJLQJ LQ ,QGia 
EHWZHHQDQG&(7DQWULFWKHRORJ\ZDVEDVHGRQDVHULHVRI6DQVNULWV³GLVFRXUVHV´RIHURWLF
writings known as Kama sutra and ananga ranga, that were intended to explain how the union of the 
masculine and feminine energies in the form of sexual intercourse are pathways to oneness within the 
cosmos. This particular religious sect focuses on using sexually-orientated yoga techniques that are 
used to enhance the level of erotic contact between a male and female, leading to the collision of two 
energy forces that have the capacity to create OLIH WKURXJK D ³VDFUHG XQLRQ´ We find elements of 
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Tantric religion in some of WKH%DXOV¶ ³HODERUDWHO\ULWXDOLVWLFVH[XDOULWHV´DVREVHUYHGE\:LOOLDP
Dalrymple in his book, Nine Lives: 
The Bauls [«] seek to channel the mysteries of sexuality and the sexual urge ± the 
most powerful emotional force in the human body ± as a way to reaching and 
revealing the divinity of the inner self [«] so the Bauls use their Tantric sexual yoga 
as a powerhouse to drive the mind out of the gravity of everyday life. (Dalrymple, 
2009, p.247) 
Additional to the absorption of certain Tantric religious rites, the Bauls also embraced 
elements of Vaishnavism philosophy. Vaishnava, derived from Vishnu PHDQLQJ ³RQH ZKR LV DOO
SUHYDLOLQJ´ UHfers to Krishna as the supreme deity of the universe. Considered to be the largest 
Hindu institution in India, followers of Vaishnavism acquire spiritual enlightenment by worshiping 
Krishna and his multiple incarnations with the sacred practice known as bhakti-yoga. Along with 
SXULI\LQJWKHPLQGWKURXJKWKHUHSHWLWLYHFKDQWLQJRI9LVKQX¶VQDPHDQGJLYLQJWHPSOHRIIHULQJVWR
Krishna, the various physical positions used in bhakti-yoga are designed to create points of energy 
within the mind/body that facilitate spiritual enlightenment. For the Bauls, the religious writings of 
Vaishavism that centred on love for the divine source of life were most appealing. In The Path of the 
Mystic Lover: Baul songs of passion and ecstasy, Bhattacharyya, Douglas, and Slinger point out that 
³0RVW%DXOV DUH LGHQWLILHGZLWK WKH+LQGX VHFW RI9DLVKQDYLVP ,Q WKHLU VRQJV WKH%DXOVQRWRQO\
borrow religious images directly from Vaishnavism, but also incorporate the poetic forms of its 
OLWHUDWXUH´1993, p.14). :LWK9DLVKQDYLVP¶VHPSKasis on developing an intimate relationship with a 
supreme being, this same religious principle was central to Baul philosophy, which suggests they 
JUDYLWDWHG WR WKLV +LQGX VHFW¶V WKHRORJ\ DQG WKH O\ULFV RI WKHLU VRQJV WKDW HPSKDVL]HG ORYH DQd 
devotion to Vishnu. 
Thirdly, the Bauls have a strong connection to the practices of Islamic mysticism in 
SDUWLFXODU$VHDUO\DVWKH¶VWKH,QGLDQSRSXODWLRQRI:HVW%HQJDOZDVH[SRVHGWR6XILSUDFWLFHV
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by a large influx of Turkish-speaking migrates. In The Rise of Islam and the Bengal Frontier, 1204-
1760, author Richard M. Eaton provides an account of a Muslim inscription that details the earliest 
presence of Turkish Sufis in Bengal: 
[...] written on a stone tablet found in the Birhum District and dated July 29, 1221 [«] 
the inscription records the construction of a Sufi lodge (knanaqah) by a man described 
as a faqir ± that is, a Sufi [«] the building was not meant for this faqir alone, but for a 
group of Sufis. (Eaton, 1993, p.71) 
Some scholars place a greater weiJKWRQ6XILVP¶VLQIOXHQFHRQWKH%DXOVWKDQRWKHUUHOLJLRXV
traditions. The presence of Sufism marked the beginning of a cultural change-over in Bengal, with 
mass conversions to Islam over a period of several hundred years13. The infusion of Sufism within 
Bengal society created a dramatic shift away from the prevailing religious institutions, and altered 
existing cultural norms associated with local spiritual beliefs. To some extent, the spiritual practices 
of Sufism appealed to a Bengal population that was largely a disaffected peasant class. According to 
Stanley Wolpert: 
6XILVP ,VODP¶V P\VWLF WKUHDG ZKLFK HYROYHG SULPDULO\ as a legacy of Persian 
LQIOXHQFHXSRQ,VODPLFRUWKRGR[\VWUXFNDUHVSRQVLYHFKRUGLQWKHPDVVRI%HQJDO¶V
population, especially among the lowest caste of the Hindu outcastes and former 
Buddhists, who were left without a priesthood to turn to for spiritual guidance after 
1202. (Wolpert, 2004, in Mamoon, 2008, pp.136-137) 
Although the Bauls did not exclusively attach themselves to any one theological belief 
system VRPHKLVWRULDQV LGHQWLI\ WKH%DXOV DV EHLQJ GLUHFWO\ OLQNHG WR WKH6XIL2UGHU%D µDO IURP
Persia. (Mamoon, 2008, p.143) )RUH[DPSOHRQHXQLYHUVDO6XILFXVWRPWKH³traveller´SDUDOOHOVWKH
                                                 
13
 0DPRRQZULWHV³7KHFRQYHUVLRQLQ,QGLDWR,VODPZDVVLPXOWDQHRXVO\WKHUHVXOWRIERWKFRHUFLRQ
and of free acceptance. [...] the message of Islam promoting equality, that had been very 
successful in spreading Islam among other indigenous societies with a rigid social hierarchy, 
ZKHQVSUHDGE\6XILP\VWLFVIRXQGDUHFHSWLYHDXGLHQFH´S 
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DVVRFLDWLRQZLWKWKH%DXOVDV³WUDYHOOLQJPLQVWUHOV´:LWKLQ6XILWKRXJKWWKHtraveller (salik) is one 
who completely detaches themselves from temporal luxury by living a transient life. For the Sufi, 
wandering from place to place esoterically symbolized the fanna ³SDVVLQJDZD\´RIWKHKuman ego, 
by practising tasawwuf ³WR JLYH XS HYHU\WKLQJ´ $OVR salik symbolically represents taking a 
journey down a path that leads to the attainment of spiritual union with the divine. As already 
PHQWLRQHGWKLVUHTXLUHVVHSDUDWLQJRQH¶VVelf from mundane human affairs. Similarly, the Bauls seek 
the attainment of spiritual enlightenment by disassociating themselves from dependence on 
domiciled attachments, instead relying on the local villagers to provide them with food and other 
necessities as they wander from place to place singing and dancing. Even in observing them, they 
³UHVHPEOHWKHLUIHOORZµPDGPHQ¶ of Afghanistan, Iran, and other Middle Eastern countries, with their 
patchwork robes, lutelike instruments, and riddle-ERXQG VRQJV´ (Bhattacharyya, Douglas, and 
Slinger, 1993, p.41). 
FXUWKHUFRQQHFWLQJWKHPWR6XILVP0DPRRQQRWHVWKDWWKH³%DXOV, akin to the  members of 
WKH 6XIL ED¶DO RUGHU UHMHFWZRUOGO\ OLIH DQG GHYRWH WKHLU OLYHV WR WKH VHDUFK RI WKHLU EHORYHG [«] 
singing and wandering like love-sWUXFN GHYRWHHV´ (Mamoon, 2008, p.143). Additionally, there are 
SDUWLFXODULQVWUXPHQWVWKH%DXOVXVHZLWKWKHLUVRQJVRI³ORYH´IRU*RG7KHHNWDUD³RQH-VWULQJHG´
is the most widely used instrument that accompanies the Bauls¶ ecstatic singing and dancing. This 
instrument is also used by Sufis. 
 In terms of the Baul songs themselves, it was mentioned earlier that Vaisnative literature 
substantially influenced Baul thought. However, as indicated by some scholars who have analysed 
the various forms of songs b\WKH%DXOVWKHUHDUH³VHYHUDO6XILZRUGVEHLQJHPSOR\HG´LQWKHO\ULFV
DQG³%DXOOLWHUDWXUHKDVEHHQODUJHO\LQIOXHQFHGE\6XILVP´Islam, 2004, pp.118-121). With respect 
WR%DXOOLWHUDWXUHEHLQJFRQQHFWHGWR,VODPLFP\VWLFLVPZHILQGWKDW³LWZDVWKH love-mysticism of 
WKH 6XILV WKDW DWWUDFWHG WKH %DXOV DQG WKH ULFK V\PEROLVP RI WKHLU SRHWU\ WKDW LQVSLUHG WKHP´
(Bhattacharyya, Douglas, and Slinger, 1993, p.39). For instance, it has been noted by Bhattacharyya, 
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Douglas, and SlLQJHUWKDWWKH³LPDJHRIDELUGLVXVHGH[WHQVLYHO\LQ%DXOVRQJV´DQGLVUHODWHGWR
ZULWLQJVIURPWKH3HUVLDQ6XILSRHW-DODOXGGLQ5XPLZKRXVHGWKHLGHDRID³FDJHGELUG´WRH[SUHVV
the mystical notion that the divine source of life resides within the interior of every human being. 
(1993, p.39) There are also other Baul ritual traditions in their songs and dances that are linked to 
Sufi spiritual practices as well:  
Among the most important Sufi spiritual practices which the Bauls incorporated into 
their traditions are the chantLQJRI*RG¶VQDPHDQGKLVSUDLVHVNQRZQDVsama, and 
the practice of dhikr, remembrance (of God), often accompanied by intoxicating 
whirling ritual dances [«] ,WVHHPVOLNHO\WKDWWKH%DXOV¶ZKLUOLQJGDQFHVDQGPXVLFDO
compositions, especially the melodies, came directly from Sufi tradition. 
(Bhattacharyya, Douglas, and Slinger, 1993, p.41) 
The sama and the dhikr are intended to alter the conscious ego by bringing the practitioner to 
a self- induced state of trance. The psycho-energetic songs and dances used in these ritualistic 
activities, creates a reaction in the form of tajaly (trance), leading to wajdan (ecstasy). As psycho-
physical exercises, the rhythmic movements to vibratory songs produce organic expressions of 
mystical states of consciousness. Observing the swirling Dervishes, one can see the completely 
relaxed body acting as a vehicle for self-transformation; the harmonious and spontaneous movements 
of the body originate from an inner energy that produces a completely organic physical reaction. 
Paralleling dance as a psycho-physical exercise, singing songs and chanting sacred words 
facilitates complete mental concentration by emphasizing controlled breathing. The dhikr, an 
intrinsic ritual practice of Sufism, is a sustained repeating of the name of God, vocalizing each 
syllable without pauses in breath over several hours. This psycho-energetic exercise, as with songs 
and dancing, initiates a gradual stripping away of the spatiotemporal relationship to conscious reality, 
and alters the practitLRQHU¶V state of consciousness. Richards provides an interesting corollary 
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analogy of the internal impact repetition has on the practitioner during the course of performing 
dhikr:  
/HW¶V LPDJLQH WKHUH LV D SUD\HU LQ ZKLFK WKH PLQG KDV D VSHFLILF IXQFWLRQ WR DVN
something again and again [«] the prayer needs to be done without interruption [«] 
WKHQVRPHWKLQJIURPWKHZD\RIDVNLQJFDQEHJLQWRGHVFHQGLQRQH¶VEHLQJDVLIWKH
SODFHRISUD\HUQRZZDVQRWRQO\LQWKHPLQGEXWDOVRVRPHZKHUHGHHSHULQRQH¶VVHOI
During this process you might encounter moments in which you lose yourself [«] 
when you are no longer doing what you intended to do [«] it begins in the mind as 
verbal formula [«] Then other parts of you gradually begin to participate in the 
repetition [«] the prayer is now not linked only to tKHPLQGEXW WR WKHµKHDUW¶ WRR
(Richards, 2008, p.71) 
The repetitiveness in these ancient ritual practices is intended to cause the simultaneous 
attunement of the mind and body by the energy created from very precise techniques used for 
soliciting internal impulses, which thus transforms ritual into an organic activity. As sets of 
repeatable activities, singing, dancing, and chanting are mechanisms used to facilitate, in a tangible 
way, spiritual expression. The psycho-physical dynamic associated with these Sufi ritual customs 
lends itself tRH[DPLQLQJ*URWRZVNL¶VXVHRIDncient traditions as a means for achieving organicity 
within performance craft. 
7KURXJKKLV REVHUYDWLRQRI DQFLHQW ULWXDOV*URWRZVNLGLVFRYHUHG ³WRROV´ WKDW FRXOGKDYHD
potential impact on his work in Art as Vehicle. Much of Grotowski¶VUHVHDUFKDWWKH:RUNFHQWHULQ
Pontedera, Italy, LQYROYHGIRUPXODWLQJVWUXFWXUHGWHFKQLTXHVGHVLJQHGWR³DFWLYDWHWKHLQQHUSURFHVV
RI HQHUJ\ WUDQVIRUPDWLRQ´ OHDGLQJ Wo organic actions. In terms of its relationship to theatre, 
traditional rituals are a form of performance that uses the body as a vehicle. What makes ancient 
ritual performance particularly unique is the psycho-physical energy leading to spontaneous gestures, 
intonations, and rhyme-WHPSRV,WLVWKLV³LQQHU´ vitality, as Smith and Narayan point out, that most 
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interested Grotowski in selecting ancient ritual songs as techniques for his research on performance 
craft in Art as Vehicle:  
When Grotowski spoke abRXW µla lignee organiqXHDX WKHDWUH HWGDQV OH ULWXDO¶ [The 
µ2UJDQLF/LQH¶LQ7KHDWUHDQGLQ5LWXDO@ [«] he established a link between aesthetic 
and ritual performance practices, suggesting that theatre and ritual were related 
because of the live process they had in common and that may be described as a 
transformation of energy. (Smith and Narayan, 2012, p.171) 
As part of his investigation into ³WKHUHODWLRQVKLSEHWZHHQ WKH LQWHUQDOHQHUJLHVRI WKHERG\
DQGWKHLUH[WHUQDOH[SUHVVLRQV´ (Brook, 2009, p.67), Grotowski relied on ancient songs in particular 
because of their vibratory quality. One of the central objectives of the Workcenter activity was to 
achieve a level of physical presence that is qualitatively organic in nature. In a psycho-physical way, 
the vibratory songs used in Main Action DOWHUWKHGRHU¶VFRQVFLRXVSHUFHSWLRQVWKDWEORFNWKHVWUHDP
of organic impulses while performing a series of actions. By definition impulses are natural 
occurrences within the body which are spontaneous without forethought. This would suggest that the 
vibratory songs were intended to encourage improvised sounds and negate deliberative movements 
of the body. However, as Richards explains, their function is to create a kind of template that 
provides constancy to the sets of SK\VLFDODFWLRQVEHLQJSHUIRUPHGE\*URWRZVNL¶VFROODERUDWRUV 
Our work is not only related to very special songs, but also to the creation of lines of 
little beats of human behavior, lines of performing details, an acting score with its 
specific tempo-rhythms, to the discovery and structuring of points of contact between 
acting partners, to the work on organic but structured flow impulses, to forms of 
PRYHPHQW ,W GHDOV ZLWK WKH µOLYLQJ¶ ZRUG WKH DSSURDFK WR WH[W 5LFKDUGV 
p.13) 
Although the ritual songs provide the axis to structure elements such as scoring and physical 
actions, they also function as a mechanism that actuates a form of internal energy which transforms 
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³WKHERG\WKHKHDUWDQGWKHKHDGRIWKHGRHUs´(Wolford, 1996e, p.139). In this mind/body process of 
ZKDW LV FDOOHG ³YHUWLFDOLW\´*URWRZVNL SRLQWV WR WKH VWUXFWXUDO FKDUDFWHULVWLFV RI WKHPantra within 
ancient ritual songs as a source for influencing, in a transformative way, what is being internally 
absorbed through the vibratory qualities of the songs: 
The mantra is a sonic form [«] which englobes the position of the body and the 
breathing, and which makes appear a determined vibration in a tempo-rhythm so 
precise that it influences the tempo-rhythm of the mind [«] each of these songs, 
which were formed in a long arc of time and were utilized for sacred or ritualistic 
purposes (I would say that they were used as an element of vehicle), brings different 
types of results. For example, one result is simulating, another brings calm (this 
example is crude; not only because there are a great many possibilities, but above all 
because among these possibilities there are those which touch more subtle domain). 
(Wolford, 1996e, pp.205-206) 
In his analysis, Grotowski explains that the unique vibratory trait of the ancient ritual songs is 
intended to solicit a specific internalized reaction, which is characteristic of what one would 
experience while performing a mantra. For example, the maQWUD¶V SUDFWLWLRQHU focuses on the 
utterance of particular sounds, whose vibrations are arranged specifically in order to activate various 
forms of energy. Similarly, *URWRZVNL UHIHUV WR WKH³VXEWOHGRPDLQ´ RU WKHDFWLYDWLRQRI WKHGRHU¶V
³LQQHUDFWLRQ´XVLQJspecific vibratory sounds from these ancient ritual songs. Grotowski had learned 
the wisdom of the ages, that the production of specific sounds creates a kind of energy that affects 
cognition in an intuitive way: 
[«] it is a question of something that constitutes the proper sonority, vibratory 
qualities which are so tangible that in a certain way they become the meaning of the 
song [«] the song becomes the meaning itself through the vibratory qualities, even if 
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RQHGRHVQ¶WXQGHUVWDQGWKHZRUGVUHFHSWLRQDORQHRIWKe vibratory qualities is enough. 
(Grotowski in Richards, 1995, p.126) 
Grotowski applied this same principle to his actor training in Art as Vehicle, which also takes 
the vocal resonation from distinct vibratory sounds to directly affect WKH³WHPSR-UK\WKP´WKDW takes 
place in the mind and body of the doer while performing an action. The interpretation of a specific 
vibratory intonation allows the GRHU¶V DFWLRQV WR FRUUHODWH ZLWK WKH VRXQGV EHLQJ FUHDWHG 7KH
dialogue between the doer and the traditional songs is one that allows for an organic, yet consciously 
precise and repeatable³RSXV´LQ0DLQ$FWLRQ7KLVUDLVHVDTXHVWLRQDERXW WKHPXWXDOO\H[FOXVLYH
QDWXUHRIZKDW LV DFRPSOHWHO\³RUJDQLF´SHUIRUPDWLYHDFWLRQDQGDQDFWLRQ WKDW LVVLPXOWDQHRXVO\
³SUHFLVHO\-VFRUHG´, as the two seemingly opposing qualities DUH VLPXOWDQHRXVO\ LQWHJUDO WR GRHUV¶
actions*URWRZVNL¶V:RUNFHQWHUDFWLYLW\UHTXLUHG\HDUVRISUHSDUDWLRQDQGHDFKDFWLRQDVGHVFULEHG
E\5LFKDUGVZDV³DSUHFLVHSHUIRUPDWLYHVWUXFWXUH´5LFKDUGV, p.3). It can be suggested that 
the ancient traditional songs and rituals used in Art as Vehicle producH³RUJDQLFLPSXOVHV´ within the 
doer by virtue of the reliable constancy of a ritual VRQJ¶V VRXQG DUUDQJHPHQW 7KLV DHVWKHWLF
DFFRUGLQJWR:ROIRUGLVDWWKHKHDUWRI*URWRZVNL¶VUHDVRQIRr the sources he used in this phase of 
his research: 
He suggested that [using] traditional songs from various cultures [«] exerts a 
discernible impact on the physical and energetic state of the doer through precise 
patterns of vocal vibration. (Wolford, 1996c, p.119) 
Throughout this chapter, the concept of transformation of energy has been a constant theme 
LQ GLVFXVVLQJ *URWRZVNL¶V UHVHDUFK RQ SHUIRUPDQFH FUDIW XVLQJ WUDGLWLRQDO YLEUDWRU\ VRQJV as a 
technique in achieving predictable results. Grotowski was particularly interested in elements of 
religious rituals, such as ancient songs, dances, and chants that would facilitate the achievement of 
³LQQHU DFWLRQ´ 7KLV LV QRW WR VD\ WKDW KHZDV HPEHGGLQJ VDFUHG V\PEROLVP LQWR KLV UHVHDUFK $V
Wolford suggestV ³Grotowski journeyed iQ VHDUFK RI GLIIHUHQW W\SHV RI µWUDGLWLRQDO SUDFWLWLRQHUV¶, 
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NHHSHUVRIULWXDOSHUIRUPDQFHNQRZOHGJHUHODWHGWRHPERGLHGIRUPVRIUHOLJLRXVSUDFWLFH´(Wolford, 
1996c, p.7). Among the many cultural contacts Grotowski made during the course of his career, his 
experiences in Iran and West Bengal, India, exposed him to ritual traditions that can be linked to Sufi 
psycho-physical practices from the regions he visited. In this paper, parallels were drawn between 
performance technique in Art as Vehicle and the psycho-physical practices of Sufism such as the 
sama and the dhikr. Music, dance, and chanting are interwoven in these ritual traditions to bring the 
performer to an altered state of consciousness. Through these psycho-energetic instruments of sacred 
ritual, the body and the mind simultaneously engage in DQ ³inner´ DQG ³RXWHU´ process of 
transformation. The following is a popular sama and dhikr ritual that provides a salient example of 
psycho-physical activity performed by the Dervishes, which can only be appreciated by describing 
this practice in its totality:   
After finishing all the preparatory VWHSV DOO WKH GLVFLSOHV MRLQ WKH ULWXDO¶V DWPRVSKHUH
where they all sit in a row just on the right side of the Sheik who normally sit in the 
middle-upper side of the field. The Sheik of the hearing is normally the last one to enter 
the field, and when he enters the field all the disciples welcome him by prostrating to him 
while repeating the name of God (Howa), stressing the last letter of the word, 
lengthening and expanding its sound. At this minute one disciple will be clicking a 
special instrument which signals the beginning of the ritual. Post the beginning of the 
ritual, a soft sound of flute will be heard then a few Quranic verses will be read. After 
finishing the required verses, the musical instruments (Al-rababa, flute, and the 
EDFNJURXQGLQGLYLGXDOVZKRNHHSUHSHDWLQJWKH6KHLN¶VZRUGV play and all the disciples 
stand up and commence circumambulation around the field with slow-moving motions, 
starting with a move by the right leg following the left leg after four seconds of having 
the right leg in front, a so-FDOOHG µIUHH]LQJ WKH PRYH¶ 7his step keeps on going in a 
systematic way, creating a type of rhythmic sound when doing this process seven times 
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in a row (circumambulation around the field seven times, the significance meaning to 
copy the process of circumambulation around Al-.DED¶D E\ 0XVOLPV [during the 
pilgrimage in Mecca]). At this stage all disciples will be in the position of arms folded, 
having the right hand on the top of the left hand. After finishing this procedure, all of the 
disciples will stop at the places they started from, and all of them will take off the black 
overcoat covering their bodies and will immediately go towards the Sheik in order to 
bend in front of him showing him the maximum respect possible. The disciples will carry 
on moving towards the Sheik until they cross the invisible border, which can be done by 
a long footstep with the right leg, and then detouring towards the other disciples and 
bending in front of them as well. 
After all of this, all the disciples will begin circumambulation in the field with arms 
outstretched, the right hand fully opened and directed towards the sky and the left one 
directed to earth. At this point the hearing will properly begin. The Sheik remains in 
place, his black overcoat covering his body. Without circumambulating, his role is to 
ensure that all movements are done appropriately, and everything related to the hearing is 
done correctly. Whenever the music stops, everybody stops dancing and 
circumambulating which means that the first hearing has finished. A second hearing 
might be done if necessary and the same steps applied in each hearing. At the end of the 
hearing session, verses must be read from the Quran. (Bayatly, 2007, pp.66-67) 
 This whirling dance typifies the structural elements of the traditional songs and dances 
employed by Grotowski to effectuate transference of energy within the doer. As previously 
discussed, the songs used at the Workcenter possessed unique psycho-physical characteristics that 
FRXOG EH XVHG IRU SXUSRVHV RI*URWRZVNL¶V UHVHDUFK $PRQJ Whese, the vibratory songs allow the 
performer to achieve a fluid tempo-rhythm. Similarly, the 6XIL¶V repetitive chaQWLQJ RI ³+RZD´
SKRQHWLFDOO\HPSKDVL]LQJDQ³H[SDQGLQJ´RIVRXQGVHWVWKHSDFHIRUWKHSK\VLFDODFWLons that follow. 
  159 
AV5LFKDUGVSRLQWVRXWWKH³TXDOLW\´RIDVSHFLILFVRXQGLQWKHWUDGLWLRQDOVRQJJXLGHVWKHSDWWHUn of 
WKHERG\¶VPRYHPHQWV6LPLODU WR the Dervish ritual described above, in Art as Vehicle Grotowski 
relies on the meticulously formulated sequence of physical actions DQG D KLJKO\ ³SUHFLVH VFRUH RI
LPSXOVHV´ JXLGLQJ WKH PRYHPHQW RI WKH ERG\. (Richards, 2008, p.9) More importantly, both the 
Dervish dance and the Main Action of the Workcenter are directed towards the doer themself. 
Wolford draws a parallel between Art as Vehicle the Dervish practices of sama and Dhkir: 
Art as Vehicle is a form of embodied prayer in a manner analogous to sama, the ritual 
dance of the Mevlevi Dervishes, described by Kassim Bayatly as a practice in which 
µthe body functions as a vehicle that, through action and articulated symbolic 
movement, manifests an act of love towards the Totality¶ [«] Action is much more 
closely allied with traditional ritual and meditational prayer than to any form of 
contemporary, secular performance. (Wolford, 1996c, p.200) 
 There is a degree of concentration in the Dervish ritual and Main Action that specifically 
functions as a form of self-introspection, making the ritual/performance a highly personalised 
engagement of the mind and body. In the cases of the Sufi-inspired Baul traditions and Main Action, 
dancing, chanting, and singing are cumulatively GLUHFWHGWRZDUGVD³W\SHRILQWHUQDOZork related to 
self-WUDQVIRUPDWLRQ´RIWKHSUDFWLWLRQHUs themselves. (Wolford, 1996d, p.15) This would suggest that 
WKHERG\DVDPDWHULDOHQWLW\DFWVDVD³YHKLFOH´WRH[SUHVVVSLULWXDOLGHDVZKLOHLQDWUDQVFHQGHQWDO
state. In the case of Main Action, the psycho-physical properties of traditional practices allow for the 
³HPERGLPHQW´RIWKHLQWHUQDOH[SHULHQFHRFFXUULQJGXULQJHQHUJ\WUDQVIRUPDWLRn. Likewise, ancient 
ritual traditions of song and dance use the body as a tangible form of spiritual expression. 
 *URWRZVNL¶V SRVW-theatrical phase of research was primarily an investigation into how the 
application of ancient ritual practices FRXOGEHXVHGDV³WRROV´WRDFKLHYHFRPSOHWHRUJDQLFLW\ZLWKLQ
performance craft. It has often been said by Grotowski that the actor is the theatre. In this sense, Art 
as Vehicle focused attention on conducting research that would utilize techniques used for the 
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purpose of facilitating an internal transformation in those who participated in the Workcenter 
research. To some extent, the activities of the Workcenter had a spiritual, if not altogether 
metaphysical, quality to them. We find, for example, that the songs and dances being used as tools to 
activate a process of self-transformation were directly linked to traditional religious activities. 
Grotowski, through years of examining the customs of other cultures, observed that the degree of 
internal vitality being created from these religious-based songs, chants, and dances of other cultures 
had a quality of energy which signLILFDQWO\ FKDQJHG WKH SUDFWLWLRQHUV¶ H[WHUQDO H[SUHVVLRQV
Grotowski was not so much concerned with understanding the philosophical bases for any one 
ancient ritual custom. His primary interest was to understand how certain traditional practices can be 
used to produce organicity in a person engaged in his research activities. For example, the Bauls of 
India ± known for their psycho-physical rituals ± were extensively mentioned throughout this chapter 
to explain the importance certain activities have on achieving energy transformation in the doer. Like 
WKH %DXOV E\ XVLQJ ULWXDOLVWLF VRQJV DQG GDQFHV WKH GRHUV ZLWKLQ *URWRZVNL¶V UHVHDUFK JURXSV
elevated themselves psycho-physically to a state that transcended the barriers of the mind and body, 
rising ever higher to a perfectly fluid plane of expression. This being the case, Art as Vehicle clearly 
demonstrated the value certain psycho-energetic practices of a spiritual nature had in achieving the 
goals of the Workcenter. 
This FKDSWHURQ*URWRZVNL¶V$UWDV9ehicle phase primarily involved an investigation of the 
effects specific ancient traditions have on developing a level of performance craft that could propel 
WKHPLQGDQGERG\RI WKHDFWRU LQWRDSURIRXQGO\RUJDQLF VSKHUHRIZKDWKDVEHHQFDOOHG WKH³WKH
subtlHGRPDLQ´RI VHOI-transformation. I pointed out that the songs, chants, and dances used at the 
Workcenter in Pontedra, Italy, were essentially psycho-physical techniques that parallel particular 
religious-based ritual practices intended to alter perceptual states of consciousness. While developing 
this chapter, indications were given of the transcultural influences forming the basis for the work 
EHLQJFRQGXFWHGGXULQJ*URWRZVNL¶VSRVW-theatrical phase of experimentation.  
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With this in mind, I advanced the pRVVLELOLW\WKDW*URWRZVNL¶VGLUHFWFRQWDFWZLWKWKHP\VWLFV
of Bengal, India, were an important source in configuring his approach towards actualizing what he 
described DV D ³WUDQVIRUPDWLRQ RI HQHUJ\´ during the course of the psycho-physical activities he 
employed in Art as Vehicle. Indeed, Grotowski, Richards, and Wolford all make poignant references 
to the Bauls in explaining the Workcenter research.  With respect to this connection, we find the 
external techniques that focused on attaining precise sets oI ³RUJDQLF VFRUHV´ZHUHERUURZHG IURP
ritual songs and dances that served a fundamentally spiritual purpose among those who practised 
these traditions. (Zarrilli, Daboo, and Loukes, 2013) AOWKRXJK WKLV SHULRG RI*URWRZVNL¶VZRUN LV
viewed by some as a radical departure from his previous phases of research, the traditional ritual 
patterning in Art as Vehicle was a consistent by-product of his life-long interests in primeval 
practices, including sacred ceremonies and their accompanying ancient archetypes.  
As I attempted to point out in the previous chapters, there are clearly defined distinctions 
between each phase RI *URWRZVNL¶V UHVHDUFK /LNH 3aratheatre and Theatre of Sources, Art as 
VHKLFOH LV LGHQWLILHGDV*URWRZVNL¶V³SRVW-WKHDWUH´ZRUN7herefore, one may ask oneself how this 
SHULRGRIKLVUHVHDUFKUHODWHVWRWKHQH[WFKDSWHU¶VHPSKDVLVRQ*URWRZVNL¶VSURGXFWLRQSKDVH$IWHU
all, as some observers have suggested, Grotowski appeared to have abandoned the theatre altogether 
in his last phase of research. In explaining that Art as VHKLFOH LV ³D FRQWLQXDWLRQ UDWKHU WKDQ D
FRQWUDGLFWLRQRIZKDWFDPHEHIRUH´, Peter Brook VWDWHV WKDW³LI \RX ORRNDW WKLVQHZZRUNFORVHO\
\RXFDQVHHWKDWLWZDVWKHROGGLUHFWLRQWKDWFRQWLQXHGWRGHYHORS´ (Wolford, 1997a, pp.12-13). With 
this linear explanation in mind, we can suppose there is also a common thread that binds all phases of 
his work together: types of specifically identifiable ancient ritual practices, such as the psycho-




  162 
Chapter Four: Sufism 
This chapter will present an analysis of specific ritual traditions practised within Sufi Islam 
that are of a psycho-physical nature, and how these ritual activities are used as passageways towards 
achieving self-transformation in the practitioner. This chapter is arranged into two complimentary 
parts. The first part provides an overview of the theological basis for Sufi beliefs and traditions. 
Since Sufism developed as an embodied form of religious beliefs centred on Islamic doctrine, I will 
GLVFXVV SDUWLFXODU DVSHFWV RI 4XUDQLF H[HJHVLV WKDW DUH WKH EDVLV IRU 6XILVP¶V WUDGLWLRQDO rituals. 
Therefore, it will be necessary to draw expansively from Quranic verses, and explain how these 
verses relate to Sufi doctrine and practice. While discussing Sufism in the context of its religious 
underpinning, I will also explain and examine specific ritual traditions. This will include a discussion 
about the practice of dhikr and the sama ± previously elaborated on in Chapter Three of my research 
- in the first and second parts of this chapter.  
The second part of this chapter focuses on aspects of Sufi rituals in particular, with emphasis 
placed on the psycho-physical dimensions of Sufi practices. As Jalal al-Din Rumi is considered one 
of the foremost Sufi scholars of ancient Islamic mysticism, I intend to briefly examine his life and 
poetic works as they pertain to the esoteric traditions within Sufism. Indeed, Rumi is credited with 
establishing the Mevlevi Sufi order that is known IRU LWV ³ULWXDO WXUQLQJ GDQFH´ (Lewis, 2014, 
Foreword). $OVRNQRZQPRUHFRPPRQO\DVWKH³ZKLUOLQJ'HUYLVKHV´WKLVSarticular order founded 
by Rumi is an important unit of analysis for examining the psycho-physical dynamic of Sufi ritual 
practices. To that end, the second part of this chapter will make reference to the Mevlevi order Rumi 
FUHDWHG³ZKRVHGDQFHVDQGPXVLF >«@DUHDPRQJWKHEHVWNQRZQRIWKHPDQLIHVWDWLRQVRI6XILVP´ 
(Burckhardt, 2006, p.19). 7KHSULPDU\SXUSRVHIRUH[DPLQLQJ5XPL¶VZRUNLVWRSURYLGHDWHPSODWH
for discussing the cosmological side of Islamic mysticism, and its application to the esoteric 
traditional practices of Sufism. Additionally, after having introduced the Sufi practice of dhikr and 
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the sama ceremony in the first portion of this chapter, I will provide a more detailed description of 
these ritual traditions and their psycho-physical properties in the second part. 
,W VKRXOG DOVR EH SRLQWHG RXW WKDW WKHUH DUH VHYHUDO IUDWHUQLWLHV RU ³EURWKHUKRRGV´ ZKLFK
practice their own unique forms of Islamic mysticism from region to region. For example, some 
orders focus their attention on exercising subdued types of spiritually-based activities that exclude 
the ecstatic or psycho-energetic bodily actions we see performed in fraternities such as the Christi 
order in the Indian subcontinent, or the Mevlevi order. For their relevance to this paper, I have 
selected Sufi rituals that are most widely practised in Iran, India, and other parts of Muslim Central 
Asia. 
The overarching reason for focusing attention on Sufism in this chapter is due to the fact that 
Grotowski travelled to such places as areas of Central Asia, parts of India, and Iran, and the Middle 
East during the various stages in the development of his work. (Schechner, 1996b, p.481) As these 
regions have a rich tradition of Sufism, it is therefore important to provide a concise overview of Sufi 
principles and practices to better understand the cultural contexts of the Sufi regions Grotowski 
visited. 
2QHH[DPSOHRI*URWRZVNL¶VSRVVLEOHFRQWDFWZLWK6XILSUDFWLFHVZRXOGKDYHEHHQGXULQJKLV
visit to the region of Turkmenia, which borders AfghanistaQ ZKHUH ³6RPH RI WKH HDUOLHVW DQG
JUHDWHVW 6XIL FHQWUHV ZHUH´ ORFDWHG $NLQHU  S ,W ZDV LQ WKH 7XUNPHQLDQ WRZQ RI
$VKNKDEDG >$VKKDEDW@ LQ  ZKHUH *URWRZVNL KDG VHHQ D ³GDQFLQJ PLPH´ SHUIRUPHG by an 
$IJKDQL³QDPHG$EGXOODK´ (Osinski, 1986, p.18). ,WLVTXLWHFRQFHLYDEOHWKLV³PLPH´*URWRZVNLKDG
witnessed was one of his earliest exposures to an esoteric psycho-physical ritual, a ritual or 
performance that was practised in a predominantly Islamic region of the world. Especially since 
Grotowski himself recalled and mentioned Abdullah years later, from this we can extrapolate that 
this special performance had a significant impact on Grotowski, whose contacts with Islamic culture 
would most certainly have been an important point of reference in the development of his artistic 
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ZRUN ,QGHHG DV VXJJHVWHG E\ -DPHV 6ORZLDN DQG -DLUR &XHVWD *URWRZVNL¶V HQFRXQWHU ZLWK WKH
³GDQFLQJ PLPH´ GXULQJ KLV YLVLW WR &HQWUDO $VLD ZRXOG EH WKH WHPSODWH IRU KLV FRQFHSW RI
³RUJDQLFLW\´ IURP KLV 7KHDWUH RI 3URGXFWLRQs work to his post-theatre periods of research. (2006, 
pp.7-8) Potential Sufi influences on his work, like those during his contact with Central Asian 
culture, were previously examined in portions of chapter three of this thesis. Grotowski referenced 
his contacts with the Bauls of West Bengal, India, in describing the nature of his Art as Vehicle 
research. The Bauls in this region of India which Grotowski had visited are known for their esoteric 
psycho-physical rituals, which have been directly linked to elements of traditional Sufi practices. 
Further advancing these potential influences on his research, we know that much of 
*URWRZVNL¶V OLIH-long work drew upon techniques used within transcultural ritual activities that 
would be integral to parts of his research that involved the human body and its relationship to 
³RUJDQLFLW\´ $V /LVD:ROIRUG SRLQWV RXW in discussing Art as VHKLFOH ³*URWRZVNL MRXUQH\HG LQ
VHDUFK RI GLIIHUHQW W\SHV RI µWUDGLWLRQDO SUDFWLWLRQHUV¶ .HHSHUV RI ULWXDOSHUIRUPDQFH NQRZOHGJH
related to embodiHG IRUPV RI UHOLJLRXV SUDFWLFH´ (Wolford, 1996c, p.7). This is also true with his 
Objective Drama and Theatre of Sources phases*URWRZVNL¶V2EMHFWLYH'UDPDSURMHFWH[FOXVLYHO\
IRFXVHGRQXVLQJ³WKHSUDFWLWLRQHUVRIDQFLHQWULWXDODUWVRIYDULRXVFXOWXUHV´:ROIRUGFS
and in his Theatre of Sources phase of research, he visited Haiti, West Bengal, India, and Mexico, to 
FRQGXFWZKDWZHUHGHVFULEHGDV³WUDQVFXOWXUDOH[SHULPHQWV´EDVHGRQWUDGLWLRQDOULWXDOFXVWRPVWKDW
were unique to those regions. (Grotowski.net, 2012a, n.p.) Even during the earliest stages of his 
GLUHFWLQJ FDUHHU ZH FDQ REVHUYH *URWRZVNL¶V LQWHUHVW LQ DQFLHQW ULWXDO ZLWK WKH SURGXFWLRQ RI
Shakuntala (1960), which was rich in traditional dancing and chanting taken from Indian religious 
mythology and customs. 
Again, since there are indications of elements of Sufism having potentially influenced 
*URWRZVNL¶VZRUN LW LVQHFHVVDU\ WRSURYLGHD WKRURXJKDQG OXFLGXQGHUVWDQGLQJRI6XILVPZKLFK
has thus far been discussed in a cursory manner. As such, in order to draw connections between 
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*URWRZVNL¶V UHVHDUFK DQG 6XILVP LW LV LPSRUWDQW WR GLVFXVV WKH VXEVWDQFH RI 6XIL WKRXJKW DQG
practice. 
Part One: Theological Basis for Sufi Beliefs and Traditions. The Foundations of 
Tasawwuf (Islamic Mysticism) 
³7KHQLJKWMRXUQH\´ 
The derivation of Islamic mysticLVPLVVDLGWREHIURP,VODP¶V3rophet Muhammad (SAW), 
who is considered the father of Sufism. As such, those who practice tasawwuf (Islamic mysticism) 
DUH FRQVLGHUHG KHLUV RI WKH ³ZRUGV´ ³DFWLRQV´ DQG ³LQQHU VWDWHV´ RI WKH 3URSKHW (SAW), having 
received a  
[...] communal patrimony passed on by the Prophet himself to certain elect amongst 
his companions through the mechanism of initiatic transmission, thus coming to form 
>@µFKDLQV¶RIWUDQVPLVVLRQWKURXJKZKLFK6XILPDVWHUVJHQHUDWLRQDIWHUJHQHUDWLRQ
perpetuate the inner, esoteric dimensions of the Islamic revelation to their own 
companions, dimensions which when attuned to properly allow for the kind of 
fulfilment in the here and now of what other members of the wider confessional 
community, who as members of that community otherwise simply maintain adherence 
WR WKH VKDUƯµD DORQH DQWLFLSDWH DFKLHYLQJ LQ WKH ZRUOG WR FRPH DW DQ XQGHWHUPLQHG
point in the future. Not content to wait, however, the Sufis necessarily move beyond 
WKHVKDUƯµD± this simply so as to be able to realize in the present what is otherwise 
promised in the future. (Ohlander, 2014, pp.61-62) 
:KHUHDVPDLQVWUHDP0XVOLPV UHO\RQ MXVW WKH4XU¶DQ WKH0XVOLPKRO\ERRk which was given to 
Muhammad through divine revelation) and Hadith (expert-authenticated written records of the words 
and actions of the Prophet (SAW)) as the basis of their practices and beliefs, Sufis go even further 
than VKDUL¶D WR DOVR HPERG\ WKH ³LQQHU VWDWHV´ RI WKH 3URSKHW (SAW), an additional dimension of 
HPXODWLRQEH\RQG³ZRUGV´DQG³DFWLRQV´SRVVLEOHRQO\WKURXJKLQWHQVHGLUHFWLQLWLDWLRQE\DPDVWHU
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It is a more profound practice of Islam that requires more intense training in order to achieve 
³WUDQVPLVVLRQ´RIWKHGLYLQHH[SHULHQFHZKLOHDOLYH 
,Q KLV FRPSUHKHQVLYH H[DPLQDWLRQ RI 6XILVP1LOH*UHHQPDLQWDLQV WKDW ³DOO WKH GRFWULQHV
they profess, and all of their actions, customs and usages are based on an interpretation of the Quran 
and the PURSKHWLFWUDGLWLRQ´ (2012, p.4). This is especially true when one considers that several of the 
important classical Sufi writings, such as Advice and Observation of Rules, A Description of the Way 
of the People of Sufism, and The Treatise, were written within the context of Islamic laws. (Gulen, 
2004, p.xviii) 
7KHEDVLV IRU WKH3URSKHW¶V (SAW) position as the first Sufi is found within the text of the 
4XU¶DQ WKDW JLYHV DQ DFFRXQWRIGLYLQH UHYHODWLRQZKLFK6XILV SRLQW WR DV ³WKH3URSKHW¶V VXSUHPH
mystical H[SHULHQFH´ (Arberry, 2008, p.28). $FFRUGLQJWR6XUDYHUVHRIWKH4XU¶DQ*RG³>«@
took his servant [the Prophet Muhammad] by night from al-Masjid al-Haram to al-Masjid al-aqsa, 
whose surroundings We have blessed, to show him Our signs. Indeed, He [God] is the Hearing, the 
6HHLQJ´,QZKDWLVUHIHUUHGWRLQ,VODPDVWKH³QLJKWMRXUQH\´0XKDPPDG (SAW) was transported 
by spiritual forces from Mecca (al-Masjid al-Haram) to Jerusalem (al-Masjid al-Aqsa). (Colby, 2008, 
p.15) It is through this celestial experience that Muhammad (SAW) LVILUVWJLYHQWKH4XU¶DQZKRVH
verses the Prophet (SAW), vis-à-vis Hadith, would relay and elucidate upon to his immediate friends 
DQGFRPSDQLRQVRYHUWLPH7KXVDFKDLQRIWUDQVPLVVLRQRIWKH4XU¶DQ¶VHVRWHULFPHDQLQJ± such as 
WKDWRI WKH³QLJKW MRXUQH\´± would develop alongside its literal and metaphorical exegesis. Within 
the context of mysticism itself, the Sufi is one who possesses spiritual knowledge that is only 
DFFHVVLEOHWR*RG¶V³HOHFW´ 
[God] has honored the elect (DVIL\D¶) among his servants by [granting them] the 
understanding of his subtle secrets (ODWD¶LIDVUDULK) and his light so that they can see 
WKHVHFUHWDOOXVLRQVDQGKLGGHQVLJQVFRQWDLQHGWKHUHLQ>LQWKH4XU¶DQ@+HKDVVKRZQ
their innermost souls hidden things so that by the emanations of the unseen which He 
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has imparted solely to them they can become aware of that which is concealed from 
all others. (Al-Qushayri, 2007, p.xxiii) 
Just as Muhammad was given a revelation which included divine knowledge that he taught to a small 
QXPEHU RI SHRSOH WKH 6XILV EHOLHYH WKHPVHOYHV WR EH WKH EHDUHUV RI ³VHFUHW DOOXVLRQV DQG KLGGHQ
VLJQV´HPEHGGHGZLWKLQWKHYHUVHVRIWKH4XU¶DQDVUHYHDOHGWRWKH3URSKHW0XKDPPDG (SAW). As 
such, the mystic focuses on the inward GLPHQVLRQRI,VODP¶VWH[WWKDWLVKHUPHQHXWLFDOO\DUWLFXODWHG
DV³VXEWOHVHFUHWV´ 
The mystical path to the ultimate Reality 
 0XKDPPDG¶VQLJKWMRXUQH\ZKLFKSUHFLSLWDWHGKLVHQFRXQWHUZLWKGLYLQLW\LVWKHSUHOLPLQDU\
model for several key Sufi themes, sXFKDVXVLQJWKH4XU¶DQ¶VDFFRXQWRI0XKDPPDG¶VDVFHQVLRQWR
the presence of divinity as being analogous to their experiences of rapturous spiritual ecstasy. 
(Schimmel, 1975, p.219) As a greater sublimation of the spirit, the state of ecstasy (faqd) which I 
will discuss in more detail in part two of this chapter, brings the Sufi to a point of experiencing 
SHUVRQDOFRQWDFWZLWKXOWLPDWH³5HDOLW\´$VVWDWHGE\.DELU+HOPLQVNL LQKLVZRUN The Knowing 
Heart: A Sufi path of transformation ³5HDOLW\´ LV XVHG ZLthin Islamic ontology to describe its 
V\QRQ\PVIRU³*RG´³WKH6RXUFHRI/LIH´DQG³WKH0RVW6XEWOH6WDWHRI(YHU\WKLQJ´ (Helminski, 
1999, p.4). )RU WKH6XIL ³5HDOLW\ZDV H[SUHVVHG >«@E\PHDQVRI DVFHWLFLVPRU WKURXJKSUDFWLFes 
leading to ecstatic rapturH´ (Schimmel, 1975, p.24). 
$QRWKHU 6XIL WKHPH WKDW LV GLUHFWO\ OLQNHG WR WKH 3URSKHW¶V (SAW) ascension is the dhikr 
UHPHPEUDQFHZKLFK FRPHV IURP6XUD ³6R UHPHPEHU0H DQG ,ZLOO UHPHPEHU \RX$QG
WKDQN0HDQGGRQRWEHXQJUDWHIXO´7KHdhikr (remembrance) is the hallmark of Sufi principles and 
SUDFWLFHVZKLFKLVEDVHGRQZKDWLVFDOOHGWKH³SULPRUGLDOFRYHQDQW´%DOGLFNSS	 
And whenever your sustainer brings forth their offspring from the loins of the children 
of Adam, He (thus) calls upon them to bear witness about themselves: Am I not your 
/RUG"7RZKLFKWKH\DQVZHUµ<HVZHGREHDUZLWQHVVWKHUHWR¶>2IWKLVZHUHPLQG
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you]. Lest you say on the Day of Resurrection: Verily, we were unaware of this. 
4XU¶DQ6XUD 
As Schimmel states in her work on Islamic mysticism, the primordial covenant, as expressed 
through the principle of dhikr LV WKH³VWDUWLQJSRLQW´ LQ WKHP\VWLFDOSDWK WRZDUGVD³UHWXUQ WR WKH
H[SHULHQFHRIWKH'D\´WKHEHJLQQLQJRIWLPHEHIRUHPDQ¶VFUHDWLRQ75, p.24) Thus, the Mystic 
EHJLQV³D ORQJ MRXUQH\´RQDSDWK WKDW OHDGV WKHP to direct contact with the source of life through 
first remembering (dhikr) God. (Gulen, 2004, p.xxii) The Naqshbandi, which is the most prevalent of 
Sufi orders, and whose influence started in Central Asia, regard the dhikr as the most important part 
of their spiritual practices. 
>«@ DW WKH KHDUW RI WKH1DTVKEDQGL WHDFKLQJV DV WKDW RI RWKHU 6XIL RUGHUV OLHV WKH
practice of the remembrance and invocation of God (dhikr Allah). The goal of the 
whole of the spiritual life is a remembrance which transforms, consumes, annihilates, 
and finally resurrects the follower of the Sufi path in the Divine Reality. (Kabbani, 
2004, pp.v-vi) 
The importance of the dhikr, as a form of meditation, is that it is considered a gateway one 
can enter through to have direct contact with God. As stated by Ram Ramakrishnan in his discussion 
on the tenets of Islam, 
3UD\HULVWKHPRVWGLUHFWSDWKWR*RG>«@,WSXULILHVWKHPLQGDQGFDQOLIWRQHWRJUHDW
contempODWLYHKHLJKWVRU WUDQVIRUPDSHUVRQ¶VFKDUDFWHU7KHKLJKHVW IRUPRISUD\HU
culminates in union with God. The Prophet Muhammad summed up the importance of 
SUD\HULQWKHIROORZLQJZRUGVµ7KHNH\WRSDUDGLVHLVSUD\HU«¶S 
Although prayer is a central aspect of most religions, and different forms of dhikr are practised by all 
Muslims who remember God in their words and deeds, dhikr is actualised by the Sufi through 
embodied forms of mystical beliefs. All Sufi rituals are linked directly to the inYRFDWLRQRI*RG¶V
name (dhikr Allah (SWT)). I will write in further detail about specific Sufi ritual practices as a means 
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of actualizing spiritual beliefs in the second part of this chapter. Sufis have elaborated on the dhikr 
with a ritual called the sama (hearing), which is a mystical dance ceremony that is also referred to as 
D ³VSLULWXDO FRQFHUW´ RI dhikr as it often combines the recitation of mystical poetry, musical 
instrumentation, and singing in combination with sustained whirling movements of the body. 
More elaborate than the basic dhikr, the sama is used as a practice directed towards 
DFWXDOL]LQJ WKH4XUDQLF LQMXQFWLRQ WRPHGLWDWHRQDQG UHPHPEHU*RG¶VQDPHZKLFKFXOPLQDWHV LQ
ecstatic or trance-like states of consciousness. I will discuss the psycho-energetic dimensions of 
Sufism in part two of this chapter in greater detail. In his work, A Psychology of Early Sufi Sama: 
Listening and altered states.HQQHWK6$YHU\ SRLQWV RXW WKDW ³LW LV WKH OLVWHQHU¶V UHVSRQVHZKLFK
constitutes an essential aspect of sama´DQGWKDWDQ³DOWHUHGVWDWHRIFRQVFLRXVQHVVZKLFKµOLVWHQLQJ¶
can bring about and the ensuing spiritual benefits are vital elements for the SufLV¶HQJDJHPHQWLQWKH
DFWLYLW\´ (2004, p.16). 
The sama, which terminates with a sustained change in RQH¶V PHQWDO DQG HPRWLRQDO
disposition, is an esoteric activity involving musical instruments whose purpose is to facilitate a 
spiritual journey of ascension, with the goal of experiencing a divine encounter of oneness with 
God.  Doctrinally, as stated by the prominent Sufi master al-Ghazali (c. 1056-1111) in his Revival of 
the Religious Sciences, the auditory element of the sama ³KHOSVSXULI\WKHKHDUWDQGWKHSXULILFDWLRQ
RIWKHKHDUWOHDGVWRUHYHODWLRQ>«@:KHQKHDUWVDUHLQIODPHGZLWKORYHIRU$OODKDn unfamiliar beyt 
(a distich chanted) excites in them what the recitation of 4XUDQPLJKWQRWGR´ (Stepaniants, 1994, 
p.62). 
Al- Qushayri (b. 986 ± d. 1074), author of the ancient manual, Epistle on Sufism (1045), 
explained that the mystical sama practice, as also expressed by al- Ghazali, has a much different 
LPSDFW WKDQ WKH VWDQGDUG ,VODPLF SUDFWLFH RI UHDGLQJ IURP WKH 4XU¶DQ LWVHOI 5HODWLQJ YDULRXV
conversations concerning the sama, al-Qushayri writes: 
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I heard Muhammad b. al-husayn say: I heard Abu Bakr al-5D]LVD\,KHDUG$EXµ$OL
al-5XGKEDUL VD\ZKHQ DVNHG DERXW OLVWHQLQJ µ>,W LV@ WKH XQYHLOLQJ RI WKH LQQHUPRVW
VHOYHV IRU D YLVLRQ RI WKH %HORYHG¶ :KHQ VRPHRQH DVNHG >,EUDKLP@ DO-Khawwas, 
µ:K\ VKRXOG DQ\RQH EH VWLUUHG E\ OLVWHQLQJ WR DQ\WKLQJ RWKHU WKDQ WKH 4XU¶DQ
ZKHUHDV WKLVGRHVQRWKDSSHQ WRKLPZKHQKH OLVWHQV WR WKH4XU¶DQ"¶KHDQVZHUHG
EHFDXVH OLVWHQLQJ WR WKH4XU¶DQ LVEXWDVKRFNVDEPDVR WKDWQRRQH LVFDSDEOHRI
moving during it due to the strength of its overpowering force. (2007, p.350) 
This dialogue concerning the importance of the sama ritual suggests that the use of musical 
instrumentation (which is what is being listened to during the sama ³KHDULQJ´) has a quality of 
spiritual receptivity that is quite different than the standardi]HGSUDFWLFHRIUHFLWLQJIURPWKH4XU¶DQ
According to adherents of Sufi orders that allow music, listening to music in the context of a 
UHOLJLRXV DFWLYLW\ LV FRQVLGHUHG DFFHSWDEOH EHFDXVH ³OLVWHQLQJ WR PXVLF H[FLWHV WKH KHDUW >WR VHHN@
*RG´LWLVDOVREHOLHYHGWKDW³>'LYLQH@PHUF\rahmaGHVFHQGVXSRQWKHSRRU>«@ZKHQWKH\OLVWHQ
to music, for they hear it only through a true aspiration and speak only out of an ecstatic encounter 
>ZLWK*RG@´ (Al-Qushayri, 2007, p.347). 
As an embodied interpretation of Sufi doctrine, the sama can itself be viewed as a form of 
spiritual ascension, since the reading of poetry, the playing of musical instruments, and physical 
whirling movements all progressively take the participant to a point of entering within the sphere of 
VDFUXP7KHIRFDOSRLQWRIWKLVSURFHVVLVWKHKHDUWLWVHOIZKLFKIXQFWLRQVDVDNLQGRI³ODGGHU´WKDWLV
used to achieve direct interaction with God. The imagery of a ladder in Islamic mysticism is related 
WR WKH 3URSKHW 0XKDPPDG¶V (SAW) ³QRFWXUQDO $VFension (mi raj XS WR WKH GLYLQH 3UHVHQFH´ 
(Geoffroy, 2006, p.52). Using this Quranic point of reference, the heart in Sufi cosmology is a 
IDFLOLW\DVVRFLDWHGZLWKDPHWDSK\VLFDOSURFHVVRI³YHUWLFDOLW\´ 
In virtue of being the centre of the body, the heart may be said to transcend the rest of 
WKHERG\>«@LQRWKHUZRUGVZKLOHWKHERG\DVDZKROHLVµKRUL]RQWDO¶LQWKHVHQVH




ladder, the bodily heart will be the lowest rung and the ladder itself will represent the 
ZKROHKLHUDUFK\RIFHQWUHVRUµ+HDUWV¶/LQJVS 
The heart is the main point of connection between the physical level of being and a higher spiritual 
realm. Thus, it is capable of transmutation by going from the corporeal level of flesh and blood, to a 
higher state of divine contact by using such rituals as the sama. Within Sufi cosmology, the heart 
functions as a central facility because it can negotiate the spatiotemporal barriers of human 
IXQFWLRQLQJWKURXJK³VSLULWXDOµYHUWLFDOLW\¶WKDQNVWRZKLFKWKH6XILWUDnscends terrestULDOFRQGLWLRQV´ 
(Meadows, 2011, p.158). 
It is a path towards divine unity, which is the underlying purpose of the sama ritual, that 
GHVLJQDWHVWKH6XILDVD³WUDYHOOHU´EHFDXVHKH³VHWVRXWWRVHHN*RG´LQ³VORZVWDJHVDORQJDµSDWK¶
to the goal of union ZLWK µ5HDOLW\¶´ (Nicholson, 2006, p.1). $GGLWLRQDOO\ WKURXJK ³VWDJHV´ RI
spiritual transcendence, Sufis seek to achieve the same level of God realization the Prophet (SAW) 
experienced by detaching themselves from the material world. As stated in Hadith, ³%HLQWKLVZRUOG
as if you are a passer-by, with your clothes and shoes full of dust. Sometimes you sit under the shade 
of a tree, sometimes you walk in the desert. Be always a passer-E\ )RU WKLV LV QRW \RXU KRPH´ 
(Vaughan-Lee, 1995, p.8). 
According to tKH6XILLGHDRI³VWDWLRQV´ZKLFKRULJLQDWHGIURP6XILPDVWHU$Eǌ6D
LG-i Abu'l-
.KD\U¶VGWH[WForty Stations, there are ³IRUW\ VWDWLRQV´WKH6XILPXVWSURFHHGWKURXJKRQKLV
path. (Nasr, 1972, p.77) However, in Hadith, it is said that the Prophet (SAW) spoke of specifically 
ILYH VWDWLRQV ³7KH URDG WKLWKHUSDVVHV WKURXJK\RXU LQWHULRU7KHUH \RXPXVWSURFHHG WKURXJK ILYH
stations: sense, perception, imagiQDWLRQ WKH KHDUW DQG WKH VRXO´ (Ritter, 2003, p.28). Although the 
Prophet (SAW) identifies five means of spiritual enlightenment, the stations introduced by Khayr are 
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said to  V\PEROL]H ³IRUW\ GD\V RIZLWKGUDZDO´ WKDW0XKDPPDG LPSRVHG XSRQ KLPVHOI LQ RUGHU WR
attain spiritual enlightenment. (Ritter, 2003, p.18) As part of their esoteric system of bHOLHIV³IRUW\
GD\V RI ZLWKGUDZDO´ LV LQ UHIHUHQFH WR WKH SHULRG RI WLPH WKH 3URSKHW (SAW) spent in complete 
isolation in the Cave of Hira, where he received his divine revelation. (Kabbani, 2004, p.430) Each 
GD\RIWKH3URSKHW¶V(SAW) seclusion presents, WR WKHP\VWLFD³VWDWLRQ´WKDWPXVWEHWUDYHUVHG LQ
RUGHUWRSURJUHVVIRUZDUGLQWKH³MRXUQH\RIWKHVRXOWRZDUGV*RG´ (Nasr, 1972, p.76). 
,Q FRQQHFWLRQ ZLWK WKH LGHD RI HPXODWLQJ0XKDPPDG¶V IRUW\ GD\V RI VHFOXVLRQ LW LV DOVR
significant to note that the name Sufi is derived from the root word suf (wool), based on the Islamic 
P\VWLF¶VSUDFWLFHRIZHDULQJDVLPSOHZRROJDUPHQW,WQRWRQO\DVFHWLFDOO\V\PEROL]HGKXPLOLW\DQG
purity of heart, but also signified poverty, since the Sufi is known for abandoning all worldly 
possessions and attachments. (Arberry, 2008, p.5) Again, as with all their practices, the Sufi looks to 
WKH4XU¶DQDQGHadith as primary sources for the esoteric  significance of wearing wool garments. 
Accordingly: 
The Prophet used to suggest that his disciples wear patched wool robes as a sign of 
spiritual poverty (faqr µ:HDUZRRO¶ KH LV UHSRUWHG WR KDYH VDLG >«@ WKLV SRVLWLYH
aspect of faqr LV EDVHG RQ WKH .RUDQLF YHUVH µ2 \H PHQ \H DUH WKH SRRU LQ \RXU
relation to God, whereas He is thH 2ZQHU RI 3UDLVH¶ .RUDQ  LW FRQVLVWV RI
µULGGLQJRQHVHOIRIHYHU\WKLQJEXW*RG¶*HRIIUR\S 
The patched woolen cloth had both a physical and spiritual dimension. It signified a non-attachment 
to worldly matters and desires, and communion with God, as is stated in the above Hadith and 
Quranic verse. Thus, the wearing of wool, in its sublime spiritual meaning, is an act of symbolic 
separation from temporal existence and fusion with God. 
7KHMRXUQH\¶VHQGAl-tawahud (union with God) 
Sufism stresses that attaining esoteric or hidden knowledge and communion with God 
WKURXJK RQH¶V KHDUW DUH WKH HVVHQWLDOPHDQLQJ DQG SXUSRVH RI OLIH 7KURXJK WKH KHDUW WKHP\VWLF
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achieves direct contact with God. The spiritual centrality of the heart is considered by some major 
world religions to be the source of spiritual mediation between the human being and God. There is, 
for example, an underlying belief in Christian theology that the heart is where emotions have a 
WUDQVIRUPDWLYH HIIHFW RQ WKH LQGLYLGXDO ³Oove is an actively receptive movement of the heart that 
creatively enhances the value of both the lover and the beloved through union that affirms their 
UHVSHFWLYH G\QDPLVP´ (Vacek, 1994, p.66). In the Hindu faith, Brahman (the God of all creation) 
³PRYHVabout, becoming manifold, within the heart, where the arteries meet, like the spokes fastened 
LQWKHQDYHRIDFKDULRWZKHHO´ (Torwesten, 1991, p.67). 
0DQ\RIWKH6XILWH[WVDQGSUDFWLFHVHPSKDVL]HWKHFHQWUDOLW\RIWKHKHDUW³ZKLFKLVWKHVHDW
of emotionVSURGXFHGE\ORYH´VLPLODUWRWKHZD\WKH&KULVWLDQDQG+LQGXUHOLJLRQVGRGH%UXLMQ
1997, p.66) For the Sufi, the heart acts as a conduit for reaching transcendental heights of celestial 
bliss; it is a bliss often referred to in mystical terms as uniRQZLWKWKH³EHORYHG´6XILSRHPVVXFKDV
those of the great Sufi teacher Shams-ud-din Muhammad Hafiz (c. 1320-1389) often use the motif of 
³ORYHU´RU³EHORYHG´ WRPHWDSKRULFDOO\GHVFULEH WKHHPRWLRQDO UHODWLRQVKLS WKH\KDYHZLWK*RGDV
one of many of HafL]¶VSRHPVLQGLFDWHV 
Let thought become the beautiful Woman. 
Cultivate your mind and heart to that depth 
That it can give you everything 
A warm body can. 
:K\MXVWNHHSPDNLQJORYHZLWK*RG¶VFKLOG² 
Form. 
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Let prayer become your beautiful Lover 
And become free, 
Become free of this whole world 
Like Hafiz. (Hafiz, 1999, p.110) 
4XRWLQJ +DIL]¶V SRHP LQ LWV WRWDOLW\ Let Thought Become Your Beautiful Lover, serves to 
demonstrate the overarchinJ6XIL WKHPHRI D ³ORYHU´ZKR VHHNVXQLRQZLWK WKH³EHORYHG´7R WKH
6XIL RQH RI ³WKH ODVW VWDWLRQV RQ WKH P\VWLFDO SDWK´ LV ³ORYH´ DQG ³ZDV SUDLVHG DV WKH KLJKHVW
SRVVLEOH VWDWH´ RI XQLILFDWLRQ ZLWK *RG DV LQGLFDWHG E\ WKH 3URSKHW 0XKDPPDG¶V (SAW) 
suppOLFDWLRQZKHQKHVDLG³2*RGJLYHPHORYHRI7KHHDQGORYHRIWKRVHZKRORYH7KHHDQGORYH
of what makes me approach Thy love, and make Thy love dearer to PHWKDQFRROZDWHU¶*´ 
(Schimmel, 1975, p.131). 
:HILQG WKDW+DIL]¶VSRHPUHIOHFWV WKHDEove +DGLWK¶V recurring theme of divine intimacy, 
which could be considered like a marital relationship that is inextricably tied together by common 
bonds.  Thus, it reflects an emotional state of longing for unity of being: 
The mystical experience of God is a state of oneness with God. This unio mystica is 
the goal of the traveller, or wayfarer, on the mystical path. Within the heart, lover and 
%HORYHGXQLWH LQ ORYH¶VHFVWDV\7KHZD\IDUHUEHJLQV WKH MRXUQH\ZLWKD ORQJLQJIRU
WKLVVWDWHRIRQHQHVV>«@7KHspiritual journey is a journey that takes us back Home 
from separation to union. (Vaughan-Lee, 2012, p.i) 
7KH DQDORJ\ RI WKH 6XIL¶V UHODWLRQVKLS WR *RG DV EHLQJ WKDW RI D ³ORYHU´ KDV D JUHDW GHDO RI
significance. It articulates a moment of human merging with a supreme force of creation: the 
³%HORYHG´5HDFKLQJ WKLVGHJUHHRI VSLULWXDOFRQWDFW LVZKDW WKH6XIL VWULYHV WRDFKLHYH LQDOO WKHLU
ritual practices, such as the use of dhkr and the sama ceremony, both mentioned earlier in this part of 
the chapter, to achieve a spiritual state of transcendence. 
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Part Two: From Doctrine to Practice. Aspects of Sufi rituals in particular, with 
emphasis placed on the psycho-physical dimensions of Sufi practices 
The psycho-SK\VLFDOQDWXUHRI5XPL¶VSRHWU\ 
Widely considered the most prolific writer of Sufi thought, Mawlana Jalal al-din Rumi (1207-
1273) is often accredited with authoring some of the greatest collections of mystical poetry in 
H[LVWHQFH$VVXJJHVWHGE\VRPH³$OORI5XPL¶VSRHPVPD\EHKHDUGDVORYHSRHPV´ (Barks, 2005, 
p.xxiii). To the casual reader, his lyrics are rich in sensual imagery, and colored with metaphors that 
express recurring themes of love and longing. However, as will be discussed more thoroughly in this 
SDUWRIWKHFKDSWHU5XPL¶VZRUNVDUHRIa profoundly sacred nature, and provide us with a primary 
example of psycho-SK\VLFDOSUDFWLFHVWKDWDUHWKHHPERGLPHQWRIWKH6XIL¶VVSLULWXDOEHOLHIV 
Rumi, like many Sufi Muslim mystics, was a scholar in Islamic theology, with much of his 
poetic odes and quatrains referencing Quranic verses and Hadiths ³HLWKHU Ey direct quotation or 
DOOXVLRQ´ (Virani, 2002, p.100). 0RVWRIWHQ5XPL¶VZULWLQJVHPSKDVL]HGD³ORQJLQJ´IRUDQLQWLPDWH
encounter with the divine source of life, as we read from one of his thousands of poems: 
Love is not condescension, never 
That, nor books, nor any marking 
on paper, nor what people say of each other. Love is a tree with 
branches reaching into eternity 
and roots set deep in eternity, 
and no trunk! Have you seen it? 
The mind cannot. The longing you feel for 
this love comes from inside you. 
When you become the Friend, your 
longing will be as the man in 
the ocean who holds to a piece of 
wood. Eventually, wood, man, and 
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ocean become one swaying being. (Rumi In Barks, 2005, pp.121-122) 
7KHDERYHSRHPHQWLWOHG³2QH6ZD\LQJ%HLQJ´QRWRQO\GHPRQVWUDWHVDV\PEROLFH[SUHVVLRQRID
desire for spiritual union with God, but it also provides us with an example of Sufi doctrine 
HPEHGGHGZLWKLQ5XPL¶VSRHWU\7KLVJKD]DOZKLFKLVVLPLODULQIRUPWRDQRGHDUWLFXODWHV³/RYHLV
QRW FRQGHVFHQVLRQ´ WKH UHFXUULQJ WKHPH RI fana, as it relates to the nafs (ego). Fana, or, 
³DQQLKLODWLRQ´ LV D FHQWUDO UHTXLVLWH LQ DWWDLQLQJ tawhid (union) with divinity, according to Sufi 
theology. In order for the individual to recognize and embrace their connection to the source of 
creation, they must divest themselves of ego-GULYHQ³FRQGHVFHQVLRQ´7KXV DV DJXLGLQJSULQFLSOH
ZLWKLQ 6XIL RQWRORJ\ WR H[SHULHQFH DQ LQWLPDWH UHODWLRQVKLS ZLWK *RG RQH PXVW WDNH ³D SDth of 
DQQLKLODWLRQ´ZKLFKLV5XPL¶VIRFXVLQPXFKRIKLVSRHWLFZRUNV%DUNVSS[Y	[[LL 
Contextually, according to the Sufi mystics, the twenty-first station in the progression 
WRZDUGVGLYLQHXQLILFDWLRQ³LVDQQLKLODWLRQ´LQZKLFKWKH6XILV³melt their carnal souls in the crucible 
of annihilation and become annihilaWHG IURP DOO WKDW LV EHORZ +LP´ (Turner, 2003, p.224). 
$GGLWLRQDOO\WKHFRQFHSWRIXQLILFDWLRQWKURXJKWKHQXOOLILFDWLRQRIWKHHJRLQ5XPL¶VSRHWU\LVDOVR
connected to the mystical discourses of Bayazid al-Bistami, who is said to have introduced the notion 
RIDQQLKLODWLRQLQWRWKH6XILEHOLHIV\VWHPDVUHIOHFWHGLQRQHRI%LVWDPL¶VVSLULWXDOZULWLQJV 
I divorced the lower world three times in order that I would not have to return to it, 
and I moved to my lord alone, without anyone, and I called on him alone for help by 
VD\LQJ µ2*RG2*RGQRRQH UHPDLQV IRUPHDFFHSW\RX¶$W WKDW WLPH,FDPHWR
NQRZWKHVLQFHULW\RIP\VXSSOLFDWLRQLQP\KHDUWDQGWKHKHOSOHVVQHVVRIP\HJR>«] 
this opened to me a vision that I was no longer in existence, and I vanished completely 
from myself into Him. (Kabbani, 2004, p.131) 
1RWZLWKVWDQGLQJ5XPL¶V SRHWU\¶V FRQQHFWLRQ to Sufi principles of faith, Franklin D. Lewis 
points out that the roots of RuPL¶VWKHPHRIDQQLKLODWLRQFDQEHVWEHXQGHUVWRRGE\KLVXSEULQJLQJ
5XPL¶V IDWKHU%DKDDO-din Valad, was himself considered to be a leading Sufi cleric who lived in 
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.KRUDVDQ ZKLFK ZDV ³WKH KRPHODQG RI FODVVLFDO ,UDQLDQ 6XILVP´ (Lewis, 2014, p.53). Lewis, 
VKRZLQJ D JOLPSVH LQWR WKHRULJLQVRI5XPL¶V ³WKHRVRSKLF V\VWHPRI WKRXJKW´ SURYLGHVXVZLWK D
UHPDUNDEOHH[FHUSWIURPRQHRI5XPL¶VIDWKHU¶VGLDU\HQWULHV 
I obliterated myself, stripping myself of all forms so that I could see God. I told 
myself I would obliterate God and strip God of all forms to see God and attain his 
EOHVVLQJVPRUH LPPHGLDWHO\ , FKDQWHG µ*RG¶ DQGP\ FRQVFLRXVQHVV MRLQHG WR *RG
>«@ 7KH ZRUOG RI *RG LV VRPHWKLQJ RWKHU WKDQ WKLV , UHIOHFWHG IRU KLV UHDOP RI
phenomena and personality >«@ZKHQP\FRQVFLRXVQHVVLVEXVLHGZLWK*RG,PRYH
beyond the world of existence and decomposition and have my being not in space or 
in a place, but I wonder through the world beyond modality and look (bi-chum) and 
ORRNEDK¶/HZLVS77) 
&RPSDULQJ5XPL¶V ghazal, One Swaying Being WR WKDW RI KLV IDWKHU¶V VSLULWXDO UHIOHFWLRQV
from the above diary entry, we can observe the overarching theme of fana DQQLKLODWLRQLQ5XPL¶V
poetry is guided by his early exposure to Sufi doctrine transmitted to him by his father. Indeed, 
UHIHUULQJWR9DODG¶VP\VWLFDOZULWLQJV&ROHPDQ%DUNVSRLJQDQWO\VWDWHVWKDW³WKHPD¶DULIwas one of 
5XPL¶VPRVW WUHDVXUHG Wexts after Baha al-GLQ¶V GHDWK´ (2005, p.xxv). 6XSSRUWLQJ%DUNV¶ DVVHUWLRQ
about the importance Rumi placed on PD¶DULI (mystical knowledge), Lewis reminds us that the 
³HQWULHV IURP%DKDDO-'LQ¶VVSLULWXDOGLDULHV UHYHDO WKHP\VWLFDOFRQFHUQVZKLFKSUH-occupied him. 
7KH\DOVRVKRZKRZPXFK5XPL¶VWKLQNLQJRZHVWRKLVIDWKHU>«@´DQGLewis notes that there is a 
chain of esoteric knowledge passed from one follower of Islamic mysticism to the next. (Lewis, 
2014, p.56) 
2QH RI WKH PRVW SHUVLVWHQW P\VWLFDO WUDLWV ZLWKLQ 5XPL¶V SRHWU\ LV WKH HVRWHULF LPDJH RI
intoxication that is used by Sufis to describe a trDQVFHQGHQWDOVWDWHRIDEVRUSWLRQLQGLYLQH³XQLRQ´
with God. Tawhid (Oneness), in Sufi theology, is differently linked to an important Islamic tenet 
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ZKLFK VXJJHVWV WKDW D SHUVRQ¶V XOWLPDWH VSLULWXDO JRDO VKRXOG EH WR DPDOJDPDWH WKHLU RZQ VHOI-
referencing pHUFHSWLRQ RI UHDOLW\ZLWK D VXSUHPH5HDOLW\$V LV RIWHQ H[SUHVVHG LQ 5XPL¶VZRUNV
Tawhid is one of his primary preoccupations: 
You Are My Soul [...] 
I am drunk on union with you, I need and want and care about no one else. 
Since I am your prey, what do I FDUHDERXWIDWH¶VERZDQGLWVDUURZV" 
,OLYHDWWKHERWWRPRIWKHVWUHDPZK\ZRXOG,JRORRNLQJIRUZDWHU">«@ 
:KDWDEDQGRQ:KDWGUXQNHQQHVV<RXKROGWKHFXSLQ\RXUKDQG>«@ 
My heart has become ecstatic; O my soul, hand me this brimming cup, 
Do not weLJK SDLQ DQG PLVHU\ FRQWHPSODWH ORYH FRQWHPSODWH IULHQGVKLS >«@
(Harvey, 1996, pp.70-71) 
The sensual nature of this poem describes an ecstatic state of mystical consciousness that is 
DQDORJRXV WR EHLQJ ³LQWR[LFDWHG´ DOO SK\VLFDO SHUFHSWLRQV DUH UHSODFHG with a kind of cosmic 
awareness. Equally important, it should be mentioned that this poem, with its reference to 
³GUXQNHQQHVV´ DOVR UHIOHFWV WKH4XUDQLF XQGHUSLQQLQJ RI 6XIL RQWRORJ\ DVPHQWLRQHG LQ ,EUDKLP
*DPDUG¶VWUDQVODWLRQVRI5XPL¶VZRUNV 
The mystics of Islam (also called Sufis, dervishes, and Faqirs) maintain the practice of 
,VODPDVWKHLUIRXQGDWLRQ>«@7KH\DOVRVHHNWRDWWDLQGHHSHUOHYHOVRIXQGHUVWDQGLQJ
RIWKHZLVGRPRIWKH5HYHODWLRQDQGWRKDYHµWDVWHV¶RISDUDGLVHLQWKLVOLIHWLPH 
Thus, when they speak of wine-GULQNLQJ WKH\ UHIHU QRW WR DOFRKRO >«@ EXW WR
H[SHULHQFHVRIVSLULWXDOEOHVVLQJGLYLQHJUDFHDQGVSLULWXDOHFVWDV\ZKLFKDUHµWDVWHV¶
RIWKHµULYHUVRIZLQHGHOLJKWIXOWRWKRVHZKRGULQNLW¶PHQWLRQHGLQWKH4XU¶DQ
as a symbol of heavenly bliss. (Gamard, 2004, p.xxiii) 
([DPLQLQJWKLVSKHQRPHQRQRIHFVWDV\LQ5XPL¶VSRHWU\DVEHLQJOLNHQHGWR³GUXQNHQQHVV´
the question arises about how this transcendental state of inner transformation takes place, since the 
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lower plane of spatiotemporal reality must be breached in order to reach a spiritual dimension of 
consciousness. Toshihiko Izutsu provides an explanation of this enormous feat: 
7KH µZRUOGO\ VWDWH RI EHLQJ¶ LV WKH ZD\ WKH PDMRULW\ RI PHQ QDWXUDOO\ DUH ,W LV
characterized by the fact that man, in his natural state, is completely under the sway of 
his body, and the activity of his mind impeded by physical constitution of the bodily 
organ. Under such conditions, even if he tries to understand something and grasps its 
reality, the object cannot appear to his mind except in utter deformation. (Izutsu, 1983, 
p.15) 
6R LQPDQ¶V ³QDWXUDO VWDWH´ RXU FRQFHSWLRQRI UHDOLW\ LV OLPLWHG WR WKDWZKLFK LV SK\VLFDOO\
observable because our bodily constraints and the linear space and time continuum restrict human 
consciousness to a horizontal plane of human conscious reality. However, it has been suggested that 
³WKH EDUULHUV ZKLFK VHSDUDWH RQH OHYHO RI UHDOLW\ IURP DQRWKHU LQFOXGLQJ WKH VHSDUDWLRQ RI WKH
physical from the spiritual, exist RQO\ LQ RXUPLQGV´ (Needleman, 2008, p.31). According to John 
Renard, the bounds of the corporeal world are overcome through ritual activities. Using psycho-
physical techniques, one is capable of traversing terrestrial limitations to reach an alternative reality. 
For example, referring to the role religious rituals play in reaching altered states of consciousness, 
Renard states: 
The notion of sacred time, sacred space, and the state called liminality are useful in 
describing the goal of these excursions. (Derived from the Latin word limen, 
µWKUHVKROG¶WKHWHUPOLPLQDOLW\VXJJHVWVDGUDPDWLFFKDQJHLQRQH¶VFRQGLWLRQ:KHQ
religious persons mark off and intentionally enter upon a ritual undertaking, they must 
commit themselves to a change of mind and heart. They signify this commitment by 
FHUWDLQ SK\VLFDO DQG EHKDYLRUDO FKDQJHV VXFK DV >«@ SHUIRUPLQJ VSHFLILF ERGLO\
actions prescribed by the ritual in question. Such controlled change (sometimes called 
separation) introduces the participant into a state of liminality. In that state the 
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LQGLYLGXDOLVFXWORRVHIURPWKHDFFXVWRPHGPRRULQJVRIHYHU\GD\OLIH>«@WRGULIWIRU
D ZKLOH LQ VDFUHG WLPH DQG VSDFH >«@ WKH GHYRWHH WKXV HQWHUV LQWR D FRQGLWLRQ RI
heightened receptivity to the powerful symbolism of the ritXDO>«@9DULRXVNLQGVRI
ritual differ in both content and emotional tone. Some provide catharsis through tears 
>«@RWKHUVRIIHUUHOHDVHWKURXJKHFVWDV\RUWUDQFHOLNHVWDWHV5HQDUGS 
At this point it is worth pausing to reflect on the shared techniques but disparate goals, 
FRQWUDVWLQJWKH6XILGHYRWHH¶VVSLULWXDODLPVZLWK*URWRZVNL¶VVHFXODURQHV:KHUHDV6XILVSHUIRUP
their rituals for the purpose of undergoing inner transformation and direct contact with Allah (SWT), 
Grotowski used elements of ritual as a method to transform the mind, body, and heart of the 
participants of his research. Grotowski himself had no spiritual agenda in the religious sense of the 
word. For him, the state of organicity was the goal. When he looked within for the source of truth, it 
was not to send his practitioners away on a path toward closeness with divinity. Instead, he sought to 
summon or bring out the essential truth within his practitioners to an observable, embodied form of 
authenticity, or organicity. 
ConnectLQJ5HQDUG¶VREVHUYDWLRQRI³OLPLQDOLW\´, above, to Islamic mysticism in particular, 
we find, through a mystical state of altered forms of conscious reality, the Sufi overcomes the 
REVWDFOHRIKRUL]RQWDOSUHVHQFHZKLFKFDQEHXQGHUVWRRGE\YLHZLQJ5XPL¶Vpoetry not only from a 
cosmological understanding of Islamic mysticism, but also from a psycho-SK\VLFDOGLPHQVLRQ³WKDW
FRQGXFW>V@DQG WUDQVIRUP>V@HQHUJLHV´ZKLFK IDFLOLWDWHVD WUDQVFHQGHQWDOH[SHULHQFH LQ WKH IRUPRI
hulul (indwelling). (Barks, 2001, p. ,Q H[SODLQLQJ 5XPL¶V SRHWU\ DV D UHIOHFWLRQ RI 6XIL ULWXDO
traditions that are psycho-physical in nature, Coleman Barks observes,  
I am told that at the end of a Mevlevi initiation, which consists of various kinds of 
SK\VLFDO ZRUN ]LNLU µUHPHPEHULQJ *RG¶ IDVWLQJ DEVWLQHQFH DQG ORQJ UHWUHDWV D
FRQGLWLRQRIHQWUDQFHPHQWFDOOHGKXOXOLVUHDFKHG5XPL¶VSRHWU\JLYHVDWDVWHRIWKDW
trance, as well as other stations. (Barks, 2001, p.11)  
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According to Barks (2001), the following ghazal, or Persian poetic structure consisting of 
UK\PLQJFRXSOHWVDQGUHIUDLQVHQWLWOHG³7KH'DQFHRI<RXU+LGGHQ+HDUW´SURYLGHVDSDUWLFXODUO\
GHVFULSWLYHXQGHUVWDQGLQJRI5XPL¶VSRHWU\EHLQJDQLPSRUWDQWHOHPHQWRI6XILWUDGLWLRQV 
Move your hair in the light. 
Let it scatter amber, 
As the souls of Sufis begin 
To dance, sun, moon, and stars, 
Around us in a circle. 
We are dancing their dance. 
A slight melody 
Enters the great wheel 
$QGKHOSVLWWXUQ«%DUNVS 
Earlier in this chapter, it was mentioned that Rumi was the founder of the Mevlevi order, and 
KHLQWURGXFHGWKHULWXDOLVWLFZKLUOLQJGDQFHDVSDUWRIWKLVIUDWHUQLW\¶VVSLULWXDOSUDFWLFHV,QUHDGLQJ
WKLVSRHPRQHFDQHDVLO\LQWHUSUHW³WKHVRXOVRI6XILVEHJLQWRGDQFH´DVDGLUHFWUHIHUHQFHWRWKLV
ritualisWLFSUDFWLFHRI WKH'HUYLVK5HIHUULQJ WR5XPL¶V LQWHUSUHWDWLRQRIYHUVHRI WKH4XU¶DQ
³µ>«@ZKLFKHYHUZD\\RXWXUQWKHUHLVWKHIDFHRI*RG>«@¶´,EUDKLP*DPDUGKDVVXJJHVWHGWKDW
WKLVYHUVH³PD\KDYHEHHQ WKH LQVSLUDWLRQ IRUDQXPEHURI ,VODPLFSufi spiritual practices, such as 
whiUOLQJSUD\HUPRYHPHQWV´ (Gamard, 2004, p.xvii). 
Unlike Ibrahim Gamard and other scholars who unreservedly proclaim the Islamic and 
4XUDQLF URRWV RI 5XPL¶V SRHWU\ DQG 6XIL SUDFWLFHV &ROHPDQ %DUNV WKH SUROLILF DXWKRU RI many 
renderings of translations of Rumi that are employed widely and in this thesis, downplays the 
4XUDQLF IRXQGDWLRQ LQVWHDG IRFXVLQJ RQ WKH ³XQLYHUVDOLW\´ RI 5XPL¶V ZRUN 14  Even so, we 
                                                 
14
 Here it is worth mentioning that Ibrahim Gamard and other scholars have been critical of some 
:HVWHUQWUDQVODWRUVRI5XPL¶V3HUVLDQSRHPVLQWR(QJOLVKLQFOXGLQJ&ROHPDQ%DUNVZKRGRHV
not speak Persian and uses literal English translations but is perhaps the foremost author of 
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acknowledge that psycho-physical exercises such as those practised b\ WKH ³ZKLUOLQJ´'HUYLVK DUH
WKH HPERGLPHQW RI 4XUDQLF GRFWULQH DV WKH 4XU¶DQ¶V YHUEDO UHFLWDWLRQ LV IXOO RI UK\WKPV PXVLF
YLEUDWLRQ DQG ³SRHWU\´15, which even enable many to memorise it in its entirety. (Gamard, 2004) 
This symphonic characterization of WKH4XU¶DQFDQEHREVHUYHGLQVXFKULWXDODFWLYLWLHVDVWKHdikhr, 
which consist of rhythmic chanting in the form of a highly melodic mantra, and the Dervish sama 
with its kinetic expression of planetary bodies as a physical activity that esoterically articulates such 
4XUDQLFYHUVHVDV³:KDWHYHULVLQWKHVN\RURQHDUWKLQYRNHV*RG>«@´ 
The sama and the heart 
The sama ³DXGLWLRQ´RU ³KHDULQJ´ DV LQGLFDWHG DERYH LV DYHKLFOH WKDW FRQYH\VP\VWLFDO
QRWLRQVRIWKHFRVPRVDV³DV\PERORIWKHVSLULWXDOZRUOG´LQZKLFK³FHOHVWLDOERGLHV´DUHDUHIOHFWLRQ
RI³RQHQHVV´EHWZHHQWKHKXPDQEHLQJDQGWKHVRXUFHRIFUHDWLRQ1HHGOHPDQS2IWHQ
combining music and dance, the sama ceremony is a highly choreographed ritualistic practice 
ZKHUHLQ³7KHERG\LVWKHSHUIHFWLQVWUXPHQW´ZKLFKLVDSK\VLFDODUWLFXODWLRQRIUHOLJLRXVSULQFLSOHV
(U]HQS)RUH[DPSOH WKH IROORZLQJH[FHUSWV IURP$QWRRQ*HHOV¶H[DPLQDWLRQRIDdikr 
³UHPHPEHUDQFH´ ULWXDO ZLWKLQ WKH sama ceremony, provides us with his eyewitness account of 
the  psycho-energetic dynamic of the sama, as  practised within most dervish fraternities to express 
Quranic exegesis: 
                                                                                                                                                                    
5XPL¶VSRHWU\LQ(QJOLVK3LWWPDQ&ULWLFVFKDUJHWKDWVXFK³UHQGHULQJV´RU³YHUVLRQV´
have distorted and watered-down Rumi ± and therefore Sufism ± for non-Muslims by both 
distorting the original meanings and removing many references to Islam and tKH4XU¶DQDQG³7KH
result is a New Age poet, devoid of Islam, the 13th century, or the themes and images of the 
JROGHQDJHRIFODVVLFDO3HUVLDQSRHWU\´7KRUQWRQQS%DUNVKDVGHIHQGHGVXFKFKDUJHVLQ
the following: 
³,DPQRWLQWHUHVWHGLQSODFLng these poems in a particular religious tradition. Rumi was a 
GHYRXW0XVOLPD6XIL0DQ\RIWKHVHSRHPVDUHJORVVHVRQSDVVDJHVIURPWKH4XU¶DQ%XWKH
has also been heard as a more universal voice [...] beyond belief and beyond a specific sacred 
text [.@´%DUNVSLL 
15
 &KDSWHURI1DYLG.HUPDQL¶VERRNBetween Quran and Kafka: West-Eastern affinities (2016), 
JLYHVDFOHDUH[SODQDWLRQRIZK\WKHODQJXDJHRIWKH4XU¶DQLVQRWSRHWU\LQWKHWUDGLWLRQDOVHQVH
though many people refer to its unique language as such, for lack of a better descriptor. 
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In a slow tempo, the whole group sings the first part of the shahada: La ilaha illa-llah 
(there is no God but God), and as a sort of accentuation, they repeat the name Allah 
three times. For almost ten minutes, the dervishes sing these words of divine unity, 
RYHU DQG RYHU DJDLQ LQ D PHORGLRXV ZD\ 7KHQ >«@ WKH\ LQFUHDVH WKH VSHHG
mentioning the name Allah only once after the formula of unity. At the same time they 
turn their bodies to the right when pronouncing the negation of the formula: the words 
la ilaha (there is no God). When uttering the affirmative part of the formula, the 
words illa llah (but Allah), they turn their body to the left, the direction of the heart 
>«@$IWHUWKLVVRQJRIXQLW\WKHSURSHUdhikr starts. In a monotonous way, the words 
La Illaha Illa-LLah are repeated over and over again. The rapidity of the prayer does 
not permit large body movements. Instead, the dervishes turn the head to the right and 
left, in the same symbolic manner as before. The singers play an important role in the 
FHUHPRQ\«WKH\ VWLPXODWH WKH SDUWLFLSDQWV WR SHUIRUP D JRRG dhikr >«@ 0RUH
specifically, the song indicates when the dhikr has to change to a higher or lower tone 
>«@$IWHU RQO\ òPLQXWHV WKH VKHLNK FODSV KLV KDQGV DV D VLJQDO WR LQFUHDVH WKH
VSHHG >«@ WKH VKHLN DIWHU D OLWWOH PRUH WKDQ  PLQXWHV DJDLQ FODSV KLV KDQGV WR
increase the speed of the dhikr. After about 1 ½ minutes, the sheik signals again, this 
WLPHFKDQJLQJWRDVORZVSHHG>«@WKHORZHUVSHHGHQDEOHVWKHSDUWLFLSDQWV WRVZD\
and simultaneously bow the bodies to the right and the left in large movements. The 
eyes are still closed. The speed of this dhikr increases twice, first after about 3 
minutes, then again after 1 minute and 40 seconds. Half a minute later, the sheikh 
announces the end of this part of the Dhikr >«@7KHQH[WGLYLQHQDPHLQWKHULWXDOLV
Hu, for example He. When repeating this holy name, the dervishes make minor 
movements of the head toward the left. It is a short exercise, lasting only 1 minute, 
ZLWKRXW DFFRPSDQLPHQW RI VLQJHUV >«@ZKHQ HQGHG RQH RI WKH VLQJHUV UHFLWHV IRXU
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YHUVHVIURPWKH.RUDQ«WKHVLQJLQJRIWKHQDPHHu lasts foUKDUGO\PLQXWH>«@:H
are now approaching the end of the second phase of the dhikr«7KH WKLUG SKDVH LV
quite different from the first two, at least as far as the position of the dervishes is 
concerned. Instead of a circle, they are now standing in rows oSSRVLWHHDFKRWKHU>«@
RQHRIWKHGHUYLVK¶VVWDUWVUHSHDWLQJWKHQDPHAllah in a rather slow, singing manner. 
Soon they all join in, as the singers and the sheikh in the middle sit down between the 
two rows. When seated, the singers start an ilahi, which intermingles with the larger 
group, singing their devotion Allah, bending their bodies rhythmically to the right and 
to the left. After hardly 2 minutes, when the name of the poet is mentioned, the sheikh 
gives the signal to change to another divine name. In a slightly higher speed, and with 
strong commitment, the dervishes praise their creator with the words Allah hay 
(Allah-the living one), life, keeping their right hand on the chest. The bodily 
movements are somewhat different now. The dervishes still bend their bodies to the 
right and the left, but the difference is as follows: After bending the body to the right, 
they stretch up, lean back to the left and turn their head 90 degrees to the right, 
repeating the same movement in the other direction, over anGRYHUDJDLQ«DIWHUò
minutes, shortly after the name Yunus has come, the dervishes change dhikr to the 
word Hayy VWURQJO\ H[KDOLQJ DQGZLWK D VKRUW µeh¶ EHIRUH²eh-hayy, eh-hayy. The 
speed is about 48 repetitions in 1 minute. The sound of drums keeps the rhythm of the 
dhikr. Many of the dervishes are smiling. A solo singer expresses his love for Allah 
with a qasida. When he finishes, the group of singers take over and sing a new ilahi, 
followed by another solo singer. Poems are usually sung by a solo singer, and they are 
spontaneous. (Geels, 1996, pp.238-242) 
The sama ritual as witnessed by Geels is an embodied form of dhikr, and is composed of 
three phases, the final stages including the singing of poetry, the beating of drums, and increased 
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energetic bod\PRYHPHQWV4XRWLQJ*HHOV¶GHVFULSWLRQRIWKHsama ceremony at length provides us 
with a more complete picture of this central Sufi practice. What is important to understand about this 
ritual activity, from a psycho-energetic perspective, is that it facilitates an internalization of the 
particular sounds and movements that brings the practitioner to a heightened stage of spiritual 
transformation.  
To demonstrate the significance of music and song in the sama ceremony, Jean-louis Michon 
quotes from the writings of ancient Sufi master Abu Hamid al-Ghazzali: 
Hearts and inmost thoughts, song and ecstasy, are treasuries of secrets and mines of 
jewels. Infolded in them are their jewels like as is infolded in iron and stone, and 
concealed like water is concealed under dust and loam. There is no way to the 
extracting of their hidden things save by flint and steel of listening to music and 
singing, and there is no entrance to the heart save by the antechamber of the ears. So 
musical tones, measured and pleasing, bring forth what is in it and make evident its 
beauties and defects. For when the heart is moved there is made evident that only 
which it contains like as a vessel drips only what is in it. And listening to music and 
singing is for the heart a true touchstone and a speaking standard; whenever the soul 
of the music and singing reaches the heart, then there stirs in the heart that which in it 
preponderates. (al-Ghazzali in Michon, 2006, pg. 162) 
Examining this passage, one finds that the music and singing in the sama ritual are what 
0LFKRQ FDOOV D ³WRRO´ WKDW DFWLYDWHV LQ WKH SDUWLFLSDQW RI WKLV FHUHPRQ\ DQ LQWHUQDO SURJUHVVLRQ
WRZDUGV ³VHOI-knowOHGJH DQG LQWHULRU LPSURYHPHQW´ (Michon, 2006, p.162). We also find that the 
energy being internally absorbed through these repetitive auditory and kinetic activities is intended to 
EHD IRUPRI³DWWXQHPHQW´ LQDFKLHYLQJD WUDQVFHQGHQWDOH[SHULHQFH DVSRLQWHGRXWE\3LU9LOD\DW
,QD\DW.KDQZKRVWDWHV³>«@MXVWDVDYLROLQLVWFHOOLVWRUKDUSVLFKRUGLVWZLOOWXQHWRDFHUtain pitch 
EHIRUHSOD\LQJPHGLWDWLRQLVDPDWWHURIFDOLEUDWLQJRQH¶VHPRWLRQDODQGPHQWDOYLEUDWLRQV´ (Khan, 
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1999, p.69). )URP.KDQ¶VREVHUYDWLRQZHFDQSRVLWWKDWWKHYDULRXVSV\FKR-energetic rituals we have 
mentioned in this chapter are intended to produce a level of concentration that leads to 
transformation. Furthermore, the heart is the focal point of these aforementioned practices, which are 
XVHGDVIRUPVRI³DWWXQHPHQW´LQ6XILULWXDOV 
In describing the impact ritual songs and music have on achieving a transformational 
experience, al-*KD]]DOL¶VSUHYLRXVO\TXRWHGGLVFRXUVHRQWKHsama PDNHVUHIHUHQFHVWR³MHZHOV´DV
being metaphorical spiritual objects located within the heart, accessible only via the ears and 
dislodged only with the gentle persuasion of music, or for the Sufi, through such spiritual exercises 
as the chanting of the dhikr, or the singing and whirling movements used in the sama ritual, which 
altogether act as a conduit for self-transformation. 
>«@DQHVVHQWLDOSRLQWLQWKHKHDUWHTXivalent to the pupil in the eye which is the locus 
RI YLVLRQ >«@ LI WKHUH LV UXVW LQ WKH KHDUW WKH H[LVWHQFH RI WKLV VWRQH ZLOO QRW EH
manifest. All of the spirits (arwah) which are in the human being, such as intelligence 
and others, anticipate the witnessing of this point. Thus, when the heart becomes 
SROLVKHG WKURXJK PHGLWDWLRQ GKLNU DQG >4XU¶DQ@ UHFLWDWLRQ WKHQ WKLV SRLQW ZLOO
become apparent. When it manifests that in it which parallels the essential presence of 
God, there spreads out from that point a light because of the theophany, and it flows to 
all corners of the human body and perplexes the mind and more. Then the light and its 
rays fill this stone, dazzling them. (Hermansen, 1988, p.15) 
$FFRUGLQJ WR6XILV WKHUHDUH ³VXEWOH VSLULWXDOFHQWHUV´ WKDWDUHGHVFULEHGDV³DQRQPDWHULDO
FRPSRQHQW RI WKH SHUVRQ ZKLFK FDQ EH LQIOXHQFHG RU µDZDNHQHG¶ WKURXJK VSLULWXDO SUDFWLFH´ 
(Hermansen, 1988, pp.1-2). The most vital of these spiritual centres is the qalb (heart), which is the 
primary focus in psycho-physical activities such as the sama and various forms of dikr mediation. 
:HILQGWKDWWKHXVHRIWKHZRUG³KHDUW´LVEURDGLQLVPHDQLQJDQGLVRIWHQDVVRFLDWHGZLWKEHLQJD
conveyor of emotion and sentimentality. In Islam, the qalb signifies the spiritual dimension of human 
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life, and is also where, metaphysically speaking, spiritual transmutation takes place. In discussing the 
etymological connection between taqallub (fluctuation) and qalb (heart), and its relationship to Sufi 
ontology, William C. Chittick states: 
2QH RI WKHZRUGV HPSOR\HG >«@ DV D V\QRQ\P IRU WUDQVIRUPDWLRQZDV taqallub or 
µIOXFWXDWLRQ¶)URPWKHVDPHURRWZHKDYHWKHZRUGqalb RUµKHDUW¶$VDYHUEQRXQ
qalb is more or less synonymous with taqallub. The dictionaries define qalb as 
µUHYHUVDO RYHUWXUQ WUDQVIRUPDWLRQ FKDQJH¶ DQG taqallub DV µDOWHUDWLRQ
WUDQVIRUPDWLRQ FKDQJH IOXFWXDWLRQ YDULDELOLW\ LQFRQVWDQF\¶ 7KXV WKH 6KD\NK VHHV
the heart as a place of constant change and fluctuation. He finds the divine root of the 
KHDUW¶V QDWXUH PHQWLRQHG LQ PDQ\ KDGLWKV >«@ ,Q PDQ\ KDGLWKV *RG LV FDOOHG WKH
µ7XUQHURIKHDUWV¶ musarrif al-qulubRU µ+HZKRPDNHVKHDUWV IOXFWXDWH¶muqallib 
al-qulub). (Chittick, 1989, p.106) 
1RW RQO\ LV WKH KHDUW D SRLQW RI ³WUDQVIRUPDWLRQ´ DQG ³FKDQJH´ LW LV DOVo considered the 
³FHQWHURIRXUEHLQJ´ (Helminski, 1999, p.11). Additionally, according to Sufi belief, the heart is a 
spiritually cognitive faculty: 
According to Sufi psychology, the heart contains our deeper intelligence and wisdom. 
It is the place of gnosis, or spiritual knowledge. The Sufi idea is to develop a soft, 
IHHOLQJFRPSDVVLRQDWHKHDUWDQGWRGHYHORSWKHKHDUW¶VLQWHOOLJHQFH7KLVLVDGHHSHU
and more grounded intelligence than the abstract intelligence of the head. (Frager, 
2013, p.2) 
Based on this Sufi concept of where knowledge resides, it would seem quite plausible that 
such ritual traditions as the dhikr DUH LQWHQGHG WR FKDQQHO RQH¶V psycho-energetic qualities in one 
particular internal direction, where the external sounds and bodily movements are being processed 
and refined by an inner source of receptivity; in turn, as we see from psycho-physical practices used 
by the Sufis, there is a simultaneous transformation that occurs mentally and physically. 
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In conclusion, the overriding purpose of this chapter was to provide a closer examination of 
how certain ritual practices are used to facilitate a process of self-transformation. First, it was 
necessary to discuss the religious basis for both the doctrine and ritual activities of Sufism. Both the 
4XU¶DQDQGHadith are used by the mystic as the sources of their esoteric beliefs and practices. For 
H[DPSOH0XKDPPDG¶V³QLJKWMRXUQH\´SOD\HGDFHQWUDOSDUWLQWKHGHYHORSPHQWRIWKH6XILLGHDRI
IROORZLQJD³SDWK´WRZDUGV³'LYLQH3UHVHQFH´7KH6XILreplicates the night journey, i.e. ascension, 
by constructing elaborate rituals such as the sama ceremony, which is intended to bring them to an 
ecstatic state of consciousness. This embodied type of religious belief is a tool to achieve a kind of 
consciousness or awareness that reaches beyond mundane thinking. 
Breaking away from the physical reality of practical, earthly concerns is a necessary step 
towards spiritual self-transformation. As both the Sufis and Grotowski recognized, the ability to 
transform oneself requires that one abandon the physical and mental norms and strictures of 
everyday life that keep most people entrenched in the here-and-now. For Sufis this physical 
relocation means practising their sama ceremonies together in congregation or withdrawing to a 
monastery (see Biographical Information section RQ*URWRZVNL¶Vtravels for his experience at a Sufi 
monastery in Iran); and for Grotowski this meant taking his participants to a remote location in the 
forest or a minimalistic, humble, sparsely-furnished Workcentre. In both cases, mental norms also 
must be broken to achieve self-transformation. For Sufis this means fana RU DQQLKLODWLRQRIRQH¶V
ego (nafs) in order to attain tawhid (union with God); and for Grotowski this meant obliteration of 
oQH¶V FRJQLWLYH RU GHOLEHUDWH SK\VLFDO FRQWUROV LQ RUGHU WR DWWDLQ ³RUJDQLFLW\´ RU QDWXUDO LPSXOVH-
driven movements. Just as we see similar goals in both cases, i.e. annihilation of conventional mental 
states of being, we also find parallel practices or techniques. 
What is particularity intriguing in analysing Sufi practices such as the dikhr and the sama 
ceremony is that singing, dancing, and chanting are used for the same purposes as explained by 
Grotowski in his implementation of traditional ritualistic songs. These traditional rituals have the 
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ability to bring about a transformational change in the participant of these activities, by using specific 
psycho-physical techniques. According to Grotowski, ancient traditional ritual practices were used in 
his later phases of work to achieve purely organic movements on the part of those who were involved 
with his research. In Art as Vehicle for example, there is a great deal of emphasis placed on the use 
RIDQFLHQWVRQJVWRVWLPXODWHDKHLJKWHQHGOHYHORI³LQQHUDFWLRQ´WKDWPLUURUVWKHHIIHFWDPDQWUDKDV
RQ LWV SUDFWLWLRQHUV *URWRZVNL¶V LQWHUHVW LQ DQFLHQW WUDGLWLRQV VXFK DV WKH SV\FKR-energetic ritual 
activities of the Bauls from the sub-continent of India, was primarily based on using the same 
technical components of ritual activity that were responsible for producing an internal degree of 
energy which changes the way a person acts and reacts physically, emotionally, and mentally. 
$GGLWLRQDOO\ WKH 6XIL FRQFHSW RI ³YHUWLFDOLW\´ EHDUV D UHPDUNDEOH UHVHPEODQFH Wo the notion of 
³YHUWLFDOLW\´ XVHG E\ *URWRZVNL WR H[SODLQ WKH SURFHVV RI HQHUJ\ WUDQVIRUPDWLRQ WKDW WDNHV SODFH
wiWKLQWKH³GRHU´LQKLV$UWDV9Hhicle research.  
Through interviews with Grotowski, biographies on him, and scholarship about Islamic 
Sufism in the regions he visited, we have found detailed information to establish concrete links 
between Grotowski and Sufism. Although Devin A. DeWeese describes a dearth of scholarship on 
Islam in Central Asia in the 20th FHQWXU\DQGFODLPVWKDW³WKHDPRXQWRI scholarly attention devoted 
WR&HQWUDO$VLD¶VSROLWLFDOVRFLDOFXOWXUDODQGUHOLJLRXVKLVWRU\GHFUHDVHVWKHFORVHURQHFRPHVWRWKH
SUHVHQW´'H:HHVHZHEVLWHZHKDYHOHDUQHGHQRXJKDERXWWKHDUHDV*URWRZVNL travelled in 
the 1950s and 1960s to show there was a strong Sufi representation in those places, specifically Iran, 
India, and other parts of Muslim Central Asia. The esoteric Sufi brotherhoods Grotowski 
encountered there are rich in psycho-physical, psycho-energetic and ecstatic rituals such as dhikr and 
sama. The works of Gurdjieff and Grotowski echo loudly in our review of these Sufi practices, 
particularly the goal of self-transformation and the very techniques to achieve it, like the use of 
PDQWUDVDQGPXVLF³YHUWLFDOLW\´RUVSLULWXDODscension via a ladder located in the qalb (heart); and 
physical movement toward attainment of special knowledge just as the Prophet Muhammad travelled 
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on his Night Journey on a mystical path to receive hidden knowledge of the Ultimate Reality. Even 
when coQVXOWLQJZULWWHQWUDGLWLRQVVXFKDVWKHSRHWU\RI5XPLWKH4XU¶DQDQGHadith, we see Islam 
and its Prophet Muhammad (SAW) reflected prominently in Sufi practices, which also appear in 
*URWRZVNL¶VSUDFWLFHV  
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Chapter Five: Grotowski and Gurdjieff 
In the previous chapter, entitled Sufism, I examined elements of ancient traditional rituals, 
and how they are used by the practitioners of these religious-based activities as routes for spiritual 
enlightenment. Particular attention was given to specific Sufi psycho-physical/psycho-energetic 
rituals, where the body serves as a medium for expressing esoteric knowledge, and a means for self-
transformation. Contextually, the previous chapter was intended to more closely examine the validity 
RI*URWRZVNL¶VSRVW-theatre ZRUNLQZKLFKKHVWDWHVWKHUHDUH³HOHPHQWVRIWKHDQFLHQWULWXDOV´WKDW
³KDYH D SUHFLVH DQG WKHUHIRUH REMHFWLYH LPSDFW RQ SDUWLFLSDQWV´ LQ KLV UHVHDUFK Research and 
Development Report, 1984, in Lendra, 1991, p.312) Although this assertion by Grotowski was made 
in reference to his Objective Drama phase of work, it fundamentally characterizes all of his post-
theatre phases in general, which emphasized the use of traditional transcultural techniques as sources 
WRSURGXFHD³VXEWOH´IRUPRIHQHUJ\LQWKHSarticipant that leads to a purely organic physical action. 
In chapter three, HQWLWOHG 6XIL 5RRWV LQ *URWRZVNL¶V $UW DV 9HKLFOH , PDGH SDUWLFXODU
UHIHUHQFHVWRWKHSRVVLELOLW\WKDW*URWRZVNL¶VUHVHDUFKFRXOGKDYHEHHQFRQFHSWXDOO\JURXQGHGLQWKH
traditional practices used by Sufis to attain forms of spiritual self-transformation. This assertion is 
EDVHGRQ*URWRZVNL¶V MRXUQH\VWRDUHDVRI&HQWUDO$VLDEHIRUHKHEHJDQKLVFDUHHUDVDGLUHFWRURI
theatre. In this chapter, I will further explore this possibility RI6XILVP¶V LQIOXHQFHRQ*URWRZVNL¶V
ZRUN E\ H[DPLQLQJ KRZ *URWRZVNL¶V 7KHDWUH RI 6RXUFHV 2EMHFWLYH 'UDPD DQG $UW DV 9HKLFOH
phases of research are closely aligned with the metaphysical teachings of the spiritualist G.I. 
Gurdjieff, whose concepts were primarily linked to the practices and beliefs of Sufism. 
7KH UDWLRQDOH IRU FRQQHFWLQJ DVSHFWV RI *URWRZVNL¶V WKHRULHV WR *XUGMLHII¶V SKLORVRSK\ LV
based on multiple sources that suggest there is a remarkable signature pattern that runs in common 
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between *URWRZVNL¶VDQG*XUGMLHII¶VZRUN16. That is, there are theories and techniques introduced by 
Grotowski and Gurdjieff in their respective work that are nearly identical; these will be more fully 
elaborated upon in later portions of this chapter. By corollary and a process of triangulation, I aim to 
establish the commonalities among Sufism, Gurdjieff, and Grotowski.  
In order to explicate the parallels between Grotowski and Gurdjieff, I will first examine 
*XUGMLHII¶VFHQWUDO WHDFKLQJVDQGGLVFXVVKRZKLVSHGDgogy is directly influenced ontologically by 
the esoteric principles of Islamic mysticism. It will be necessary, therefore, to provide sources that 
familiarize one with the widely agreed upon OLQN EHWZHHQ *XUGMLHII¶V ZULWLQJV DQG 6XILVP 2QH
important source that will be included in this chapter is Russian philosopher Pyotr Demianovich 
2XVSHQVN\¶V In Search of the Miraculous: Fragments of an unknown teaching (1949). This 
SDUWLFXODUZULWLQJ HQFDSVXODWHV*XUGMLHII¶V YLHZV DQG LV FRQVLGHUHG ³WKHPRVWZLGHO\ Xsed text of 
*XUGMLHII¶V WHDFKLQJV´ IRU XQGHUVWDQGLQJ *XUGMLHII¶V ZRUN. (Ginsburg, 2005, p.1) Complementing 
WKLV VRXUFH ZLOO EH PDWHULDOV IURP *XUGMLHII¶V RZQ ZULWLQJV WKDW SURYLGH DXWRELRJUDSKLFDO
information, and give insight about the origins of his theosophical teachings that are primarily 
derived from his contact with ancient traditions of the Far East, including Life is Real Only Then, 
:KHQ ³, $P´ (1978), Meetings With Remarkable Men (1963), and The Herald of Coming Good 
(1971). Additionally, extensive cross-UHIHUHQFLQJRIDXWKRU$QQD&KDOOHQJHU¶VPhilosophy and Art in 
*XUGMLHII¶V %HHO]HEXE $ 0RGHUQ 6XIL 2G\VVH\ (2002) will be made in order to provide a 
contextually OXFLG XQGHUVWDQGLQJ RI WKH UROH 6XILVP SOD\HG LQ WKH GHYHORSPHQW RI KLV OLIH¶VZRUN
FiQDOO\DIWHUH[DPLQLQJWKHEDVLVIRU*XUGMLHII¶VEHOLHf system, I will introduce key concepts in the 
FRQWH[W RI KLV ³6DFUHG 0RYHPHQWV´ LQFOXGLQJ WKH ³)RXUWK :D\´ WHDFKLQJ ³DVFHQGLQJ DQG
                                                 
16




Grotowski repeats the denial in a 1991 interview (Grotowski 1996a).· Is trickster Grotowski to be 
EHOLHYHG"´6FKHFKQHUES 
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GHVFHQGLQJ HQHUJ\´ DQG ³HIIRUWV´ DV WKHVH DSSO\ WR *URWRZVNL¶V notiRQV RI ³REMHFWLYH
FRQVFLRXVQHVV´ ³DZDNHQLQJ´ DQG ³DXWKHQWLFLW\´ $IWHU H[SODLQLQJ *XUGMLHII¶V WHDFKLQJV DQG
practices, and their link to Sufism, I will examine aspects of GrotowVNL¶V UHVHDUFK WKDW SDUDOOHO
*XUGMLHII¶V ZRUN This will include a comparatiYH H[DPLQDWLRQ RI *XUGMLHII¶V 0RYHPHQWV DQG
*URWRZVNL¶V0RWLRQVH[HUFLVHVDQGWKHWKHRUHWLFDOVLPLODULWLHVEHWZHHQWKHVHWZRSUDFWLFDODVSHFts of 
their work. Establishing the strong SRVVLELOLW\ WKDW*URWRZVNLDSSOLHGKLVNQRZOHGJHRI*XUGMLHII¶V
teachings WR KLV RZQ UHVHDUFK OHQGV LWVHOI WR IXUWKHU VXSSRUWLQJ HYLGHQFH RI 6XILVP¶V UROH LQ
Grotowski¶V research in general. 
6DFUHG'DQFH7KHRULJLQVRI*XUGMLHII¶VZRUNDQGLWVUHODWLRQVKLSWR6XILVP 
Born in the Russian-Armenian city of Alexandropol in 1866 to Greek and Armenian 
parentage, G. I. *XUGMLHII¶V HFOHFWLF WHDFKLQJV DQG SUDFWLFHV DUH FRQVLGHUHG VRPH RI WKH WK
FHQWXU\¶VPRVW XQLTXH IRUPV RI ERWK DUW DQG SKLORVRSK\ ,Q D OHWWHU SXEOLVKHG LQ WKH1HZ<RUNHU
magazine shortly after his death, Janet FlanneUZURWHWKDW*XUGMLHIIZDV³RQHRIWKHPRVWP\VWHULRXV
HFFHQWULF DQG GLVFXVVHG PRGHUQ P\VWLFV´ (1949, pp.88-89). Additionally, according to Levan 
Khetaguri in Gurdjieff and Twentieth Century Culture, Gurdjieff influenced such prolific 
intellectuals as theatre directors Eugenio Barba, Peter Brook, Antonin Artaud, and dance teacher 
-HDQQHGH6DO]PDQQDOORIZKRPDOVRLQWHUVHFWHGZLWK*URWRZVNL¶VOLIH; as well as Jerzy Grotowski 
himself. (Khetaguri, 2008, p.5) As another example of the flow of influence, in his influential book, 
Towards a Poor Theatre*URWRZVNLUHIHUVWR$UWDXG¶V7KHDWUHRI&UXHOW\DVDIRUPRIDXWKHQWLFLW\
E\ WKH DFWRUZKR ³GRHVZKDWHYHU KH GRHVZLWK KLV HQWLUH EHLQJ DQG QRW MXVW RQHPHFKDQLFDO >«@
gesture of the arm or leg, not any grimace, helped by a logical inflection and a WKRXJKW´ (1968a, 
p.119). Brook, who made important contributions towards a critical analysis and interpretation of 
*URWRZVNL¶V$UWDV9ehicle research, was also an avid fan of Gurdjieff and UHIOHFWHGRQ*XUGMLHII¶V
teachings in his 1977 screenplay, Meetings with Remarkable Men. (Kustow, 2005, pp.249-251) Then 
there is Barba, who according to Khetaguri (2008) was influenced by Gurdjieff, and who was also 
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³*URWRZVNL¶VGLVFLSOH´DQGHGLWHG*URWRZVNL¶VERRNTowards a Poor Theatre. (Roose-Evans, 1989, 
p.155) Also, Michel de Salzmann, a faithful follower of Gurdjieff who was president of the Gurdjieff 
FRXQGDWLRQIURPXQWLOKLVGHDWKDQGZDVDOVRWKHVRQRI*XUGMLHII¶VSXSLO-HDQQHGH6DO]PDQQ
interviewed Grotowski in 1991. In the interview entitled A Kind of Volcano: An interview with Jerzy 
Grotowski  GH 6DO]PDQQ DGGUHVVHV FRPPRQDOLWLHV EHWZHHQ *URWRZVNL¶V DQG *XUGMLHII¶V
work. Furthermore, DV,SUHYLRXVO\GLVFXVVHGLQP\VHFRQGFKDSWHU³$QFLHQW7UDGLWLRQDO5itual and 
7KRXJKW LQ *URWRZVNL¶V 7KHDWUH´ *URWRZVNL¶V ORQJ-time collaborator Flaszen has noted that 
*URWRZVNL¶V LGHDVDERXW³LQLWLDWRU\H[SHULHQFH>V@´involving great suffering DQG³WUDQVIRUPDWLRQ´RU
³QHZ ELUWK´ that ³ZRXOG lead [those who suffered] to see God face-to-IDFH´ ZHUH ³VRPHKRZ
FRQQHFWHGWR>*,@*XUGLMHIIVLFDQGVRRQ´ (2007, n.p.). 
The processes of energy transformation and self-transformation were significant aspects of 
ERWK *XUGMLHII¶V DQG *URWRZVNL¶V ZRUN $V ZH¶YH VHHQ, multiple writers and authorities on 
Grotowski have established parallels between his ideas and those of Gurdjieff, including Flaszen 
(2007), Michel de Salzmann (1996), Brook (Schechner, 1996b, p.478), Wolford (1997a, p.286), and 
Schechner (1996b, p.461, pp.463-4, p.471, p.473, pp.477-8). So strong are the parallels between the 
WZR *¶V WKDW Dr. Levan Khetaguri even wrote in his aforementioned paper titled Gurdjieff and 
Twentieth Century Culture that Grotowski was a direct follower of Gurdjieff: 
Remarkable artists, such as Peter Brook, Jerzy Grotowski, Eugenio Barba, Sam Shepard 
and many others, are followers of Mr. Gurdjieff.  Many other creators and artists who are 
QRWKLVGLUHFWIROORZHUVKDYHEHHQLQVSLUHGE\*XUGMLHII¶VVWXG\DQGKLVP\VWLFLPDJLQDU\
universe. (Khetaguri, 2008, p.1)  
%DVHGRQWKHZRUNRIRWKHUZULWHUVDQGDXWKRULWLHVRQ*URWRZVNL,FLWHGDERYHLW¶VPRUHOLNHO\WKDW
Grotowski was not a direct follower of Gurdjieff. Those other writers actually agree that Grotowski 
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was indirectly inspired by Gurdjieff through his close collaborations with Gurdjieff followers such as 
Peter Brook and Eugenio Barba 
*XUGMLHII¶VFDUHHUVSDQQHGIUom 1913 until his death in 1949. IQKHUDQDO\VLVRI*XUGMLHII¶V
connection to Sufism, entitled 3KLORVRSK\DQG$UWLQ*XUGMLHII¶V%HHlzebub: A Modern Sufi Odyssey 
(2002), Anna Challenger VXJJHVWV WKHUH DUH ³WKUHH SKDVHV´ LQ WKH JHQHDORJ\ RI *XUGMLHII¶V
philosophy and practices. (2002, p.3) The first of these phases, from 1913-LQFOXGHG*XUGMLHII¶V
establishment of the Institute for the Harmonious Development of Man, in Moscow in 1913; and 
later in 1922, his re-establishment in a chateau near Fontainebleau, France. The intention of this 
LQVWLWXWH ZDV ³WR JLYH HIIHFW WR WKH SODQ >*XUGMLHII@ KDG ORQJ HQWHUWDLQHG RI IRXQGLQJ D WUDLQLQJ
establishment [«] IRUWKHVWXG\RIKLVLGHDVDQGLQRUGHUWRSXWLQWRSUDFWLFHKLVV\VWHPRIWUDLQLQJ´ 
(Driscoll, 2004, p.2). 
,QVRPHUHVSHFWV WKLVSKDVHRI*XUGMLHII¶VZRUNZDVDUHIOHFWLRQRIWKH5XVVLDQ6LOYHU$JH
culture (1890- LQZKLFK ³WKH LGHa arose that culture ± secular, ecclesiastical, and especially 
artistic ± KDGDVDFUDOUROH´DQGLWZDVDOVRFRQVLGHUHGWKH³DJHRIP\VWLFVZKRZHUHUHDG\WRWXUQ
WRZDUGVDQ\VSLULWXDOSDWKDV\HWXQH[SORUHG´/Xnkin and Filatov, 2000, p.136). According to Maria 
Carlson, author of No Religion Higher than Truth: A history of the theosophical movement in Russia, 
such personalities as Gurdjieff were impacted by a time in Russian history when theosophy became a 
popular cultural phenomenon DPRQJWKH³FUHDWLYHLQWHOOLJHQWVLD´ZKRJUDYLWDWHGWRZDUGVWKH³KLVWRU\
RIUHOLJLRXVWKRXJKWHVSHFLDOO\E\P\VWHU\FXOWVDQGDQFLHQWULWXDOV´Carlson, 1993, pp.3, 6, and 8). 
Johanna Petsche, author of Gurdjieff and Blavatsky: Western Esoteric Teachers in Parallel, goes one 
VWHSIXUWKHULQH[DPLQLQJWKH6LOYHU$JH¶VLPSDFWRQ*XUGMLHIIE\VXJJHVWLQJ³*XUGMLHIIFDSLWDOL]HG
RQWKHSRSXODULW\RI7KHRVRSK\´DQGZDVGLUHFWO\FRQQHFWHGWR³UHYLYLQJRFFXOWWUDGLWLRQV [«] and 
introducing Eastern religious and philosophical ideas to WKH:HVW´ (Petsche, 2011, p.98). 
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,W ZDV GXULQJ WKH SHULRG RI WKH ³6LOYHU $JH´ ZKHQ WKH Institute for the Harmonious 
Development of Man became a centre IRU*XUGMLHIIWRLPSRUW³WRRWKHUVWKHIUXLWVRIKLVWZHQW\-year-
ORQJ RG\VVH\´ ZKHUH KH DFTXLUHG NQRZOHGge of the ancient esoteric traditions from Asian and 
Middle Eastern regions he had visited. (Challenger, 2002, pp.2-3) In what is considered one of his 
semi-autobiographical writings, Meetings with Remarkable Men (1963), Gurdjieff provides a 
detailed account of his contacts with various ancient traditions and teachings in the regions of Central 
Asia and the Middle East that were the genesis of his teachings and practices. In one such encounter 
with a mystical order, the Sarmoun Brotherhood, there is a glimpse of the impact ancient traditional 
ULWXDOV ZRXOG KDYH LQ WKH GHYHORSPHQW RI KLV ZRUN DW WKH LQVWLWXWH 5HIHUULQJ WR WKH ³SXULW\ RI
H[HFXWLRQ´RID6DUPRXQVDFUHGGDQFHKHKDGZLWQHVVHG*XUGMLHIIREVHUYHG 
These dances correspond precisely to our books. Just as is now done on paper, so, 
once, certain information about long past events was recorded in dances and 
transmitted from century to century to people of subsequent generations. And these 
dances are called sacred. (Gurdjieff, 1963, pp.164-165) 
This observation of his encounter with sacred dance is what Gurdjieff viewed as an embodied 
form of knowledge that is kinetically transmitted nonverbally through precise and exacting 
movements of the body.  
Ouspensky wrote of one particularly important example of an embodied type of knowledge, 
the use of the Dervish whirling ritual which Gurdjieff employed as a primary component in his 
ballet, The Struggle of the Magicians: Scenario of the ballet (1957): 
An important place in the ballet is occupied by certain dances [«] Imagine that in the 
study of the movements of the heavenly bodies, let us say the planets of the solar 
system a special mechanism is constructed to give a visual presentation of the laws of 
these movements and remind us of them. In this mechanism each planet, which is 
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represented by a sphere of appropriate size, is placed at a certain distance. From a 
central sphere representing the sun, the mechanism is set in motion and all the spheres 
begin to rotate and to move along prescribed paths, reproducing in a visual form the 
laws which govern the movements of the planets. This mechanism reminds you of all 
you know about the solar system. There is something like this in the rhythm of certain 
dances. In the strictly defined movements and combinations of dancers, certain laws 
are visually reproduced which are intelligible to those who know them. Such dances 
are called sacred dances. (Ouspensky, 1949, p.23) 
As understood by Gurdjieff in discussing the significance of this particular ancient traditional 
dance in his ballet, ritual movements are intended to connect with or convey sacred esoteric beliefs, 
as demonstrated by his thematic articulation of esoteric Sufi cosmology within his Struggle of the 
Magicians (1957). 7KLVDVSHFWRI*XUGMLHII¶VDUWLVWLFZRUNZKich emphasized embodied knowledge 
of a sacred nature, is further explained by Gurdjieff in discussing an important philosophical 
dimension to his Movements at the Institute for the Harmonious Development of Man: 
The ancient dance was a branch of art; an art in those early times served the purpose 
of higher knowledge and of religion [«] Thus the ancient sacred dance is not only a 
medium for an aesthetic experience but also, as it were, a book containing definite 
knowledge. (Moore, 1994, p.5) 
*XUGMLHII¶VREVHrvation that sacred dance is a vehicle for the somatic expression of specific 
mystical ideas and beliefs can be evidenced as a common element of various types of esoteric 
religious practices that use the body for the manifestation of mystical teachings. In his book, The 
Hindu Temple: An introduction to its meaning and forms (1988), George Mitchell draws a parallel 
EHWZHHQ³ILJXUDO´ WHPSOHDUWDQG WKHFRUSRUDOPRYHPHQWVRI+LQGXVDFUHGGDQFH LQ WHUPVRI WKHLU
mutual religious objectives. Mitchell states thaW ³OLNH WKH GLIIHUHQW SRVWXUHV RI WKH ERG\ WKHVH
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gestures also relate to dance, where every hand and body movement is imbued with meaning to 
create a language of motion by which the sacred myths and stories are communLFDWHG´ (1988, p.38). 
Again, Mitchell points out that the kinesthetic dynamic at play in Hindu ritual dances, such as the 
temple dance of Shiva, serves the purpose of articulating, via the body, what also can be interpreted 
DVD³VWUXFWXUHGPRYHPHQWV\VWHP´ 
Structured movement systems are systems of knowledge [«] these systems of 
knowledge are socially and culturally constructed ± created by a group of people and 
primarily preserved in memory [«] they can be visual manifestations of social 
relations, the subjects of elaborate aesthetic systems, and may assist in understanding 
cultural values and the deep structure of the society. (Kaeppler, 2000, p.117) 
,Q SDUW .DHSSOHU¶V DQDO\VLV VXJJHVWV that dance is a rhetorical form of communication, 
whereby the body is a conduit for teaching and reinforcing norms within various sets of cultural and 
VRFLDOFRQWH[WV7KLVEHLQJVDLG0LWFKHOODQG.DHSSOHU¶VH[DPLQDWLRQRIGDQFHUHIOHFWVWKHQRWLRQRI
physical movemeQWVEHLQJOLNHD³WH[W´DNLQWR *XUGMLHII¶VYLHZRIVDFUHGGDQFHEHLQJD³ERRNRI
definite kQRZOHGJH´ (Vasquez, 2011, p.15). Sacred dance, as embodied knowledge, was the main 
VXEMHFW PDWWHU RI *XUGMLHII¶V SUDFWLFDO philosophy that primarily centred on specific esoteric Sufi 
WUDGLWLRQDO ULWXDOV WKDW DUH WKH EDVLV IRU KLV QRWLRQV RI ³DXWKHQWLFLW\´ ³DZDNHQLQJ´ DQG WKH ³IRXUWK
ZD\´DVWKH\DSSO\WRKLV0RYHPHQWV,ZLOOGLVFXVVWKHVHFRQFHSWV and their link to Sufism in later 
portions of this chapter. 
7KHUHDUHVHYHUDOVLJQLILFDQWLQGLFDWLRQVRI6XILVP¶VLQIOXHQFHRQ*XUGMLHII¶VZRUNLQFOXGLQJ
sacred dance and traditional forms of spiritual music. Challenger writes WKDW *XUGMLHII ³RSHQO\
acknowledged his association with the Sufi path and attributed a number of his teaching methods, 
such as the use of sacred dance [«] to Sufi souUFHV´ (Challenger, 2002, p.13). Challenger further 
VXEVWDQWLDWHV WKLV E\ SRLQWLQJ WR VHYHUDO RI *XUGMLHII¶V PXVLFDO FRPSRVitions, including, Sacred 
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Readings from the Koran, The Bokharian Dervish Hadjii-Asvatz-Troov, and Sayyid No. 1, as 
H[DPSOHV RI 6XILVP¶V LQIOXHQFH RQ *XUGMiefI¶V DUWLVWLF ZRUN , p.13) In The Teachers of 
Gurdjieff  5DIDHO /HIRUW¶V H[DPLQDWLRQ RI LQIOXHQFHV RQ *XUGMLHII¶V ZRUN VXSSRUWV
&KDOOHQJHU¶V REVHUYDWLRQ E\ VWDWLQJ ³7KH FRQQHFWLRQ EHWZHHQ *XUGMLHII DQG WKH GHUYLVKHV LV
apparent throughout his writings. Some of the movements of his dances are dervish ritual 
movements, while others are movements IURP WKH 0RVOHP SUD\HU´ (1966, p.9). Additionally, in 
another of his autobiographical writings entitled The Herald of Coming Good, Gurdjieff gives an 
DFFRXQWRIJRLQJ³WRDFHUWDLQ'HUYLVKPRQDVWHU\´ZKHUHKHZRXOG³VWXG\´WKHYDULRXVDVSHFWVRIWKH
esoteric knowledge he had acquired during his time in Central Asia. (1933, p.20) 
&KDOOHQJHU DQG /HIRUW LGHQWLI\ 6XILVP DV D SULPDU\ VRXUFH IRU*XUGMLHII¶V Weaching, a fact 
confirmed by *XUGMLHII¶V RZQ ZULWLQJV WKDW HPEUDFH 6XIL FRVPRORJ\ ,Q RQH RI KLV PDLQ ERRNV 
%HHO]HEXE¶V7DOHV WR KLV*UDQGVRQ, ZKLFK3LWWPDQ UHIHUUHG WR DV D ³6XIL WHDFKLQJ WDOH´*XUGMLHII
symbolically conveys aspects of his esoteric philosophy. (Pittman, 2012, p.1) In Chapter 41 of this 
tale, a conversation takes place with a dervish, Hadji Asvatz Troov. According to Challenger, the 
FKDUDFWHURI7URRY³LVFKDUDFWHUL]HGDVDKLJKO\FRQVFLRXVKXPDQEHLQJZKRKDVGHGLFDWHGOLIHWRWKH
study RI WKH VFLHQFH RI YLEUDWLRQV´ WKDW IRFXV RQ ³WKH SRZHU LQKHUHQW LQ WKH PXVLFDO RFWDYH´ 
(Challenger, 2002, p.15). Symbolically, the relationship between a dervish and the musical octave is 
DQDOOXVLRQWRDSDUWRI*XUGMLHII¶VV\VWHPRIFRVPRORJ\LQWKHIRUP of his well-known enneagram, 
ZKLFK LV VDLG WRKDYHRULJLQDWHGZLWK WKH ³1DTVKEDQGL VXILV RQHRI WKHPRVWSURIRXQGO\P\VWLFDO
VFKRROVRI6XILVP´6KLUOH\ 2004, p.107). In one portion of his book, In Search of the Miraculous, 
Ouspensky discusses what is rHIHUUHGWRDV WKH³ODZRIRFWDYHV´D³V\VWHPRIV\PEROV´DVVRFLDWHG
ZLWK *XUGMLHII¶V HVRWHULF HQQHDJUDP KH VWDWHV WKDW ³$OO NQRZOHGJH FDQ EH LQFOXGHG LQ WKH
HQQHDJUDP´ (Ouspensky, 1949, pp.283 and 294). A nine-pointed geometric figure inscribed within a 
circle, each point is assigned an octave, which represents the various pitches in a musical scale. 
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$FFRUGLQJWR2XVSHQVN\*XUGMLHIIFODLPHGWKDW³HDFKFRVPRV [«] LVDQHQQHDJUDP´ZKLFKUHIOHFWV
³WKHXQLYHUVHDVFRQVLVWLQJRIYLEUDWLRQV´ (Ouspensky, 1949, pp.122 and 294). 
7KH RFWDYHV ZLWKLQ *XUGMLHII¶V HQQHDJUDP DV LW UHODWHV WR PXVLF GHPRQVWUDWH WKH
metaphysical notion of the universe as being in constant motion through vibrations that fluctuate 
between various levels of energy moving from one form to anRWKHU 7KLV DVSHFW RI *XUGMLHII¶V
teachings is consistent with ancient spiritual traditions that presented music as part of cosmological 
SULQFLSOHDQGZDVDVVWDWHGE\5DQGHOO0F&OHOODQ³WKHIRXQGDWLRQXSRQZKLFKDOOPXVLFDOSUDFWLFH
of the ancient world wDVIRUPHG´0F&OHOODQS4):  
The musicians, the shamans, priests, prophets and philosophers held one philosophical 
concept in common - that music presents a microcosm of the order of the universe and 
follows cosmic laws and that through the practice of music one could better 
understand these laws [«] The rhythm of music, for example reflected the movement 
of the galaxies, stars and planets, of the sun and the moon, the cycle of the seasons, 
day and nights, the tides of the seas, and birth and death of our own cells [«] the 
fluidity of energy changing and merging with energy, the primordial force of the 
universe. (McClellan, 2000, p.4) 
0F&OHOODQ¶VYLHZVXJJHVWVWRXVWKDWDQFLHQWPXVLFOLNHVDFUHGGDQFHZDVWKHH[SUHVVLRQRI
the cosmos as being a OLYLQJRUJDQLVPWKDWLVLQDFRQVWDQWVWDWHRIWUDQVIRUPDWLRQE\WKH³IOXLGLW\RI
HQHUJ\´SHUPHDWLQJDOORIH[LVWHQFHRQERWKDPDFURDQGPLFURFRVPLFVFDOH7KLVSULQFLSOHRIDQFLHQW
cosmology, transformation through the harmonious motions in the universe, quite likely was the 
WKHRUHWLFDO EDVLV IRU*XUGMLHII¶V ³PRYHPHQWV´ RUZKDW KH DOVR UHIHUUHG WR DV ³VDFUHG J\PQDVWLFV´ 
(Whitall, 2001, p.21). For example, according to Ouspensky, Gurdjieff explained in his discussion of 
KLVPHWDSK\VLFDO³ODZRIRFWDYHV´DVLWUHODWHVWRWKH³FRVPLFRUGHU´WKDW 
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>«@ HQHUJ\ IROORZV DQ µDVFHQGLQJ¶ DQG µGHVFHQGLQJ¶ SDWWHUQ [«] nothing in the 
world stays in the same place, or remains what it was, everything moves, everything is 
going somewhere, is changing, and inevitably either develops or goes down, weakens 
or degenerates [«] it moves along either an ascending or descending line of octaves. 
(Ouspensky, 1949, pp.136-137) 
$QRWKHU UHFRUGRI*XUGMLHII¶VYLVXDOL]DWLRQRIHQHUJ\ LQD VWUDLJKW-up and ±down pattern is 
found in Jacob NHHGOHPDQ¶VHVVD\HQWLWOHG³*XUGMLHII2U7KH0HWDSK\VLFVRI(QHUJ\´ (1996). Here, 
NeHGOHPDQ SRLQWV WR*XUGMLHII¶V ³/DZ RI 6HYHQ´ DV WKH EDVLV IRUZKDW FRQVWLWXWHV DVFHQGLQJ DQG
GHVFHQGLQJOHYHOVRIHQHUJ\WKDWDUHOLNHQHGWRD³ODGGHU´LQZKLFK³HYHU\GHYeloping process passes 
through steps between a higher or finer quality of energy and a lower or FRDUVHU TXDOLW\´ (1996, 
p.70). 
As mentioned in prior sections of this chapter, Gurdjieff incorporated aspects of sacred 
dervish ritual into both his practical work and philosophy, which has its basis in the cosmological 
concept of ascending and descending forces of energy. For example, referring back to his ballet, The 
Struggle of the Magicians, Gurdjieff provides us with a thematic explanation for his ballet by saying, 
³ZKDW LV DERYH LV VLPLODU WRZKDW LVEHORZDQGZKDW LVEHORZ LV VLPLODU WRZKDW LVDERYH´ (1957, 
p.16). This quite likely refers to the notion that what occurs within the expanse of the universe also 
takes place in the lower world of earth, and both aUH WKHUHIRUH³RQHDQG WKHVDPH´ (Conger, 1922, 
p.5). As such: 
>«@PRWLRQLVDQHVVHQWLDORIH[LVWHQFH7KHVWDUVZDQGHULQJDFURVVWKHVN\DUHERUQ
DQG GLH 7KH\ZD[ DQGZDQH VRPH FROOLGLQJZLWK RWKHUV >«@ HYHU\ZKHUH WKHUH LV
change. This ceaseless motion throughout measureless space and endless time has its 
parallel in the smaller motions of shorter duration that occur on earth.  Even inanimate 
things, crystals, rivers, and clouds, islands, grow and dwindle, accumulate and break 
up, appear and disappear. (Moore and Yamamoto, 2012, p.6) 
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The microcosmic elements of existence have the same properties of motion as does the 
PDFURFRVPDIDFWZKLFK³LVLQWHUSUHWHGDQGFRPHVRXWLQPRYHPHQWDQGSRVWXUH´WKDWDUHLQULWXDOV
intended to express the commonality bHWZHHQ KXPDQLW\¶V SK\VLFDO HQYLURQPHQW DQG WKH JUHDWHU
happenings in the universe. (Moore and Yamamoto, 2012, p.6) It is from this cosmological principle 
RI KDUPRQ\ LH ³ZKDW LV EHORZ LV VLPLODU WRZKDW LV DERYH´ WKDW*XUGMLHII IXUWKHU H[SODLQV WKH
significance of the dervish dance in The Struggle of the Magicians, and how this ritual effectuates 
specific mental, emotional, and physical responses in the practitioners of this ancient tradition: 
[...] WKHVHµVDFUHGGDQFHV¶DUHFRQVLGHUHGWREHRQHRIWKH principle subjects of study in 
all esoteric schools of the East, both in ancient times and at the present day. The 
movements of which these dances consist have a double purpose; they express and 
contain a certain knowledge and, at the same time, they serve as a method of attaining 
a harmonious state of being. Combinations of these movements express different 
sensations, produce varying degrees of concentration of thought, create necessary 
efforts in different functions and show the possible limits of individual force. (1957, 
p.16) 
*XUGMLHII¶VDUWLVWLFZRUNVVXFKDVKLVEDOOHWZHUHDQDHVWKHWLFH[SUHVVLRQRIKLVSKLORVRSK\
directly linked to ancient traditional epistemology and rituals. This is most certainly the case from his 
exposition on The Struggle of the MagiciansZKLFKVKRZVWKH³HVRWHULFVFKRROVRIWKH(DVW´ZHUHD
SULPDU\ VRXUFH IRU KLV ³0RYHPHQWV´ WKDW ³DUH DGDSWHG IURP WHPSOH GDQFHV *XUGMLHII VDZ LQ WKH
(DVW«DQGDUHWKHVRPDWLFFRGLILFDWLRQVRIDQFLHQW WHDFKLQJV6RPHRIWKHPUHIHUWR WKHPRYHPHnt 
and transformation of energy within us, a choreography of workings of the enneagram´ 6KLUOH\
2004, p.185). 
$JDLQ DV PHQWLRQHG HDUOLHU LQ WKLV FKDSWHU WKH QRWLRQ RI D ³WUDQVIRUPDWLRQ RI HQHUJ\´
LQYROYHGZLWK*XUGMLHII¶V0RYHPHQWVLVSUHPLVHGRQWKHLdea that the practice of sacred movements 
have the potential to produce a certain form of energy, leading to an inner transformation. To a large 
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H[WHQW *XUGMLHII¶V 0RYHPHQWV ZHUH WKH PDQLIHVWDWLRQ RI KLV FHQWUDO WHDFKLQJV RI WKH ³REMHFWLYH
consciousnesses´ DV EHLQJ WKH ³IRXUWK ZD\´ WRZDUGV ³DZDNHQLQJ´ WKDW OHDGV WR ³DXWKHQWLFLW\´ ,Q
WKHLUWRWDOLW\DOORIWKHVHSURFHVVHVDUHWKHEDVHVIRU*XUGMLHII¶VDHVWKHWLFZRUNZKLFKKHGHYHORSHG
to facilitate self-transformation in the practitioner of his Movements. 
0RYHPHQW([HUFLVHVDVD0HDQV7RZDUGVWKH5HDOL]DWLRQRI2QH¶V³(VVHQFH´ 
$PRQJ WKH ³VHYHQ GLVFUHWH FDWHJRULHV´ RI *XUGMLHII¶V0RYHPHQWV RU ³VDFUHG J\PQDVWLFV´
ZHUH ³ULWXDO H[HUFLVHV«ZRPHQ¶V GDQFHV PHQ¶V HWKQLF GDQFHV µGHUYLVK¶ DQG µ7LEHWDQ¶ VDFUHG
tempOHGDQFHVDQGWDEOHDX[´ (Moore, 1994, p.3). According to Mark Sedgwick, author of, Western 
Sufism: From the Abbasids to the New Age*XUGMLHII¶V0RYHPHQWV ³ZHUHSDUWO\ LQVSLUHGE\´ WKH
whirling ritual of the dervish. (Sedgwick, 2017, p.179) Sedgwick implies that Sufi ritual practices did 
QRWSOD\DQRYHUDUFKLQJ UROH LQ WKHGHYHORSPHQWRI*XUGMLHII¶V VDFUHGH[HUFLVHVDVRWKHUV IDPLOLDU
ZLWKKLVZRUNKDYHLQGLFDWHG7RVRPHH[WHQW*XUGMLHII¶VSXEOLFSUHVHQWDWLRQVRIKLVVDFUHGGDQFHV
and gymnastics supports 6HGJZLFN¶VSRVLWLRQ)RUH[DPSOH*XUGMLHII¶VVWDJHSUHVHQWDWLRQVRI
his work included movements adapted from various esoteric schools, including monasteries in 
&KLQHVH7XUNHVWDQ.DILULVWDQDQG³ULWXDOSUD\HUPRYHPHQWVIURP6DUL7LEHW´ (Taylor, 2001, p.35). 
Although Gurdjieff integrated multiple ritual practices into the development of his 
0RYHPHQWV LW FRXOG EH DUJXHG WKDW *XUGMLHII¶V FRQWDFW ZLWK 6XIL SUDFWLFHV LQ &HQWUDO $VLD LQ
SDUWLFXODU³ZKHUHKHDFTXLUHGPXFKRIWKHNQRZOHGJHZKLFKZDVWRIRUPWKHEDVLVRIKLVWHDFKLQJV´
ZRXOG EHFRPH ³DQ LPSRUWDQW FRPSRQHQW´ LQ KLV ZRUN :LQWOH  S )XUWKHUPRUH
&KDOOHQJHU¶V H[DPLQDWLRQ RI 0RYHPHQWV VXJJHVWV WKDW *XUGMLHII¶V VDFUHG H[HUFLVHV ZHUH ODUJHO\
influenced by his knowledge of the dervish whirling ritual connected to the Sufi poet and teacher, 
Jelaluddin Rumi. (Challenger, 2002, p.13) In further support of both Beekman and Challenger, 
0LFKDHO 6 3LWWPDQ¶V GLVFRXUVH RQ *XUGMLHII¶V ZRUN DOVR LQGLFDWHV WKDW 6XILVP ZDV D VLJQLILFDQW
source in tKHPDWXUDWLRQRI*XUGMLHII¶VWKHRULHVDQGSUDFWLFHVZKLFKLVLQGLFDWHGLQ*XUGMLHII¶VVHPL-
autobiographical work, Meetings with Remarkable Men. (Pittman, 2012, p.1) According to Pittman, 
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On the floor in the hall where the exercises took place a large enneagram was drawn 
and pupils who took part in the exercises stood on the spots marked by the numbers 1 
to 9. Then they began to move in the direction of the numbers of the period in a very 
interesting movement, turning around one another at the points of meeting, that is, at 
the points where the lines intersect in the enneagram. (Pittman, 2012, pp.17-18) 
Overall, the movements themselves were typically conducted in different dance formations, 
RIWHQ UHTXLULQJ SDUWLFLSDQWV WR PRYH LQ YDULRXV W\SHV RI URZV ZLWK DQ ³RYHUDOO V\PPHWU\´ DQG
³SUHFLVLRQ´RIDZHOO-choreographed series of postures, symbolic gestures, and movements. (Shirley, 
2 S(DFKRI WKHPRYHPHQWVZDV H[HFXWHGPXOWLSOH WLPHV LQZKLFK ³(YHU\WKLQJPXVW EH
rigorously exact. Each gesture, each attitude, each sequence has its place, its duration, its proper 
density´ 0RRUH  S. The long duration of the movements, in combination with their 
WHFKQLFDOO\VWUHQXRXVH[DFWLWXGHDOVRUHIOHFWV*XUGMLHII¶VQRWLRQRI³HIIRUWV´RIZKLFKKHVD\V 
You imagine, you believe that you shall go directly to paradise. No, here there must be 
HIIRUWVDERYHWKHRUGLQDU\>«@,WLVQHFHVVary here to make efforts. You are accustomed 
to performing as before in life. Before, this want, now already it is not enough. The effort 
must strain all your muscles, all your nerves, all your brain even. A similar concentration 
must be yours. (TranscriptVRI*XUGMLHII¶V0HHWLQJV-1946, 2008, p.25) 
9DULRXVRWKHUDFFRXQWVFRUURERUDWHKLVFKDUDFWHUL]DWLRQRI³WKHZRUN´WKDWZDVEHLQJGRQHDW
KLV ,QVWLWXWH IRU WKH +DUPRQLRXV 'HYHORSPHQW RI 0DQ DOO GHVFULELQJ WKH QDWXUH RI *XUGMLHII¶V
³HIIRUWV´ DV EHLQJ harsh and exceptionally painful. One such description was given by Jeanne de 
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6DO]PDQQ RQH RI*XUGMLHII¶VPDLQ SXSLOV DW KLV ,QVWLWXWHZKR DOVR EHFDPH WKH VWDQGDUG-bearer of 
GXUGMLHII¶VZRUNDIWHUKLVGHDWK 
Gurdjieff worked on our functions in a relentless way - continual pressure, greater and 
greater demands, put on us in horrible situations, shocks of all kinds. Not only did he not 
DWWUDFWXVEXWLQSXQLVKLQJXVWRH[WUHPHOLPLWVKHIRUFHGXVWRUHVLVWKLP>«@DQGKHGLG
this without mercy. (de Salzmann, 2010, p.4) 
GH6DO]PDQQ¶VDFFRXQWRIZKDWFRQVLVWHGRI*XUGMLHII¶VHIIRUWVDVLWDSSOLHG to practising his 
PRYHPHQWV KLJKOLJKWV*XUGMLHII¶V EHOLHI WKDW WKH LQGLYLGXDOPXVW ³PDNH D VXSHU HIIRUW´ WKDW JRHV
beyond normative types of physical and mental endurance to achieve a given purpose. (Transcripts 
RI*XUGMLHII¶V0HHWLQJV -1946, 2008, p.25) Indeed, as Gary Bryant writes in The Sickness of 
Effort³HIIRUWV´DUHGRQH³LQRUGHUWRDWWDLQYDOXHGDLPVRUJRDOVDQGZHIRUPXODWHREMHFWLYHVWKDW
need to EHPHWDORQJWKHZD\´ (2016, preface). ,Q*XUGMLHII¶VZRUNWKHVXVWDLQHGSK\VLFDOH[HUWLRQ
of each movement was intended to facilitate a transformational change in the participants of these 
exercises. Gurdjieff spoke on this in an interview with Pauline de Dampierre, entitled, The Role of 
Movements: 
The Movements show us the profound effect that efforts can have [«] when 
seemingly insurmountable difficulties are overcome, the inner state of being changes. 
Fatigue and other obstacles vanish. Then one could say that effort itself has had a 
truly transforming power. Feeling becomes more confident. Thought clearer, the body 
lighter [«] when the experience is over, the body retains a trace of it [«] it is in a 
state of balanced well-being. (de Dampierre, 2004, p.290) 
7KH SK\VLFDOO\ DQG PHQWDOO\ GHPDQGLQJ QDWXUH RI *XUGMLHII¶V PRYHPHQWV FUHDWHV WKH
FRQGLWLRQVIRU³EDODQFHGZHOO-EHLQJ´ZKLFKLVFKDUDFWHULVWLFRI*XUGMLHII¶V³)RXUWK:D\´WHDFKLQJ 
as it relates to his movements: 
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The method of the Fourth Way consists in doing something in one room and 
simultaneously doing something corresponding to it in the two other rooms²that is to 
say while working on the physical body to work simultaneously on the mind and the 
emotions; while working on the mind to work on the physical body and the emotions; 
while working on the emotions to work on the body [«] A whole parallel series of 
physical, mental and emotional exercises serves this purpose. (Ouspensky, 1949, p.49) 
7KH ³PHWKRG RI WKH )RXUWK:D\´ DV GHVFULEHG E\ *XUGMLHII LV LQGLFDWLYH RI WKH ³)RXUWK
:D\´ WHDFKLQJ IRXQGZLWKLQ6XILVPZKLFKHPSKDVL]HV VHOI-development by creating a balance in 
WKHFHQWUDOHOHPHQWVWKDWPDNHXSWKHKXPDQEHLQJ'UDZLQJDOLQNEHWZHHQ*XUGMLHII¶VFRQFHSWRI
WKH³)RXUWK:D\´DQGDGLVWLQFWO\6ufi-based principle of the same name, Challenger observes: 
7KH1DTVKEDQGL6XILVDQG*XUGMLHIIERWKUHIHUWRWKHLUWHDFKLQJDVWKHµ)RXUWK:D\¶
a term that designates a method of spiritual growth effected by means of a balanced 
development of the physical, emotional, and intellectual faculties in conjunction with 
the will. This emphasis on balanced development distinguishes the Fourth Way from 
other paths of spiritual transformation, such as the ways of the faqir (physical 
mastery), the monk (emotional devotion), and the yogi (development of intellectual 
prowess)---DOO RIZKLFK FRQFHQWUDWH RQPDVWHULQJ D VLQJOH IDFXOW\«WKH )RXUWK:D\
cultivates all human faculties simultaneously and harmoniously. (Challenger, 2002, 
p.21) 
The movements, tools of the Fourth Way, are intended to create a harmonic exchange, in 
which the body, mind and emotions are collectively participating with each complicated head, arm, 
DQG OHJPRYHPHQW$VZHOO*XUGMLHII¶VPRYHPHQWV LQYROYHGDKLJKGHJUHHRI³HIIRUW´ LQRUGHU WR
FUHDWHDQ³REMHFWLYHFRQVFLRXV´VWDWHRIEHLQJWKURXJKDQDFWRI³VHOI-REVHUYDWLRQ´ZKLFKLVOLQNHGWR
DSKLORVRSKLFDO DVSHFW RI WKH)RXUWK:D\$FFRUGLQJ WR*XUGMLHII ³PDQ LV DPDFKLQH´ZLWK ³IRXU
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FHQWHUV´LQWHOOHFWHPRWLRQVPRYHPHQWDQGLQVWLQFW2XVSHQVN\49, p.ix) Gurdjieff believed that 
each action from these centres is a response to external stimuli, which would suggest that human 
EHLQJV DUH UHDFWLYH RUJDQLVPVZKRVH FRQVFLRXVQHVV IXQFWLRQV DV WKRXJK LQ D VWDWH RI ³VOHHS´ DQG
therefore impedes on the self-DFWXDOL]HGXQLILFDWLRQRIDOORQH¶VFHQWres: 
0DQ¶VSRVVLELOLWLHVDUHYHU\JUHDW<RXFDQQRWFRQFHLYHHYHQDVKDGRZRIZKDWPDQLV
capable of attaining. But nothing can be attained in sleep [«] A man realizes that it is 
precisely because he is asleep that he lives and works in small parts of himself. It is 
precisely for this reason that the vast majority of his possibilities remain unrealized, 
the vast majority of his powers are left unused. (Ouspensky, 1949, p.145) 
To a large extent, according to Gurdjieff, the individual has a great deal of potential for 
SHUVRQDO GHYHORSPHQW EXW LV SUHYHQWHG IURPGRLQJ VR EHFDXVH WKH\ DUH LQ D ³VOHHS´- like state of 
FRQVFLRXVQHVVDVWDWHRIFRQVFLRXVQHVVWKDWIXQFWLRQVZLWKRXWDQDZDUHQHVVRIHDFKRIWKH³FHQWHUV¶´
actiYLWLHV7KHKDUPRQL]DWLRQRIWKHFHQWHUVWKURXJK*XUGMLHII¶VPRYHPHQWVZDVLQWHQGHGWREULQJ
WKH LQGLYLGXDO WR DQ REMHFWLYH OHYHO RI FRQVFLRXVQHVV WKURXJK WKH ³HIIRUWV´ PDGH IURP H[HUFLVLQJ
WKHP $V VXFK ³REMHFWLYH FRQVFLRXVQHVV´ VXJJHVWV WKDW ³WKHPRUH a man understands what he is 
doing, the greater will be the results of his efforts. This is a fundamental principle of the Fourth Way. 
The results of work are in proportion to WKHFRQVFLRXVQHVVRIWKHZRUN´ (Ouspensky, 1949, p.49). 
7KH ³ZRUN´ RU HIIRUWV LQYROYHG ZLWK *XUGMLHII¶V PRYHPHQWV ZHUH LQWHQGHG WR IDFLOLWDWH
³VHOI-REVHUYDWLRQ´WKDWDOORZVIRUDIXOODZDUHQHVVDQREMHFWLYHFRQVFLRXVQHVVRIWKHLULQWHUQDODQG
H[WHUQDODFWLRQVDQGUHDFWLRQV*XUGMLHII¶VFRQFHSWRIVHOI-observation is reflected in his noteworthy 
³6WRS ([HUFLVH´ ZKLFK LV DQ LPSRUWDQW HOHPHQW LQ KLV PHWKRGRORJ\ 7KH IROORZLQJ LV D GHWDLOHG
description of this exercise as practisHGDW*XUGMLHII¶VLQVWLWXWHLQ)RQWDLQEOHDX)UDQFH 
$WWKHFRPPDQGµVWRS¶RUDWDSUHYLRXVO\DUUDQJHGVLJnal, every student must instantly 
stop all movement, wherever he may be and whatever he may be doing. Whether in the 
middle of a rhythmic movement or in the ordinary life of the institute, at work or at the 
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table, he not only must stop his movements but must retain the expression of his face, 
smile, glance and the tension of all the muscles of his body in exactly the state they were 
LQDW WKHFRPPDQGµVWRS¶+HPXVWNHHSKLVH\HVIL[HGRQWKHH[DFWVSRWDWZKLFKWKH\
KDSSHQWREHORRNLQJ«DQGKHPXVWFRQFHQWrate the whole of his attention on observing 
the tension of the muscles in various parts of his body, guiding the attention from one 
SDUW RI WKH ERG\ WR DQRWKHU«WKH VWRS H[HUFLVH JLYHV XV WKH SRVVLELOLW\ RI VHHNLQJ DQG
feeling our own body in postures and attitudes which are entirely unaccustomed and 
unnatural to it. (Gurdjieff, 1933, pp.155-156) 
7KH³6WRS([HUFLVH´DVGHVFULEHGDERYHLVVDLGWREHOLQNHGWRDULWXDOSUDFWLFH*XUGMLHIIKDG
witnessed during his stay at a Sufi monastery in Central Asia. (Lachman, 2006, p.157) Peter Brook, 
LQKLVILOPDGDSWDWLRQRI*XUGMLHII¶VMeetings with Remarkable Men DOVRLQFOXGHV*XUGMLHII¶VDXWR-
ELRJUDSKLFDODFFRXQWRIKDYLQJ³ZLWQHVVHGWKHµVWRS¶H[HUFLVHVRI6XILWUDGLWLRQ´ (King, 2014, p.159). 
Challenger specificall\ WUDFHV*XUGMLHII¶V6WRS([HUFLVH WR WKH0HYOHYL 6XIL RUGHU DQG SURYLGHV D
detailed description of this ritual practice, as it relates to his sacred dance movements: 
3DUWRI*XUGMLHII¶VGDQFHUHSHUWRLUHLQFOXGHGWKH0HYOHYL³VWRSH[HUFLVH´ZKHUHLQDW
a signal given by the sheik, the dervishes instantly stop whirling, their bodies and 
facial expressions abruptly arrested, fixed in the positions they held at the moment of 
the signal. (Challenger, 2002, p.14) 
7KHSULPDU\DLPRI*XUGMLHII¶VDGDSWDWLRQRIWKis Sufi-EDVHG³6WRS([HUFLVH´ZDVWRHOLFLWD
VSHFLILFVWDWHRIDZDUHQHVVRIWKHLQGLYLGXDO¶VRZQERG\UK\WKPV$GGLWLRQDOO\WKHSUDFWLFHRIVHOI-
REVHUYLQJ RQH¶V SK\VLFDO HPRWLRQDO DQG LQWHOOHFWXDO FHQWHUV DV GHPRQVWUDWHG E\ WKH ³6WRS
([HUFLVH´VHUYHG a profoundly internalized purpose. It draws attention to what Gurdjieff referred to 
DV RQH¶V SHUVRQDOLW\ YHUVXV WKHLU HVVHQFH 7KH LQGLYLGXDO JRHV IURP D OHYHO RI D ³FRPSOHWHO\
PHFKDQLFDO´H[LVWHQFHE\D³SHUVRQDOLW\´WKDWLVDUHIOHFWLRQRIH[WHUQDOIRUFHVWRDQ³LQWLPDWLRQRI
SUHVHQFH´LQWKHVHQVHRIEHLQJ³DQREVHUYDWLRQRIRQHVHOIE\RQH¶VVHOI´ 
  209 
He who observes himself in this way quickly comes to see that as he ordinarily lives, 
he himself (that is, his personality) is the worst enemy of his self (that is, his essence, 
his being). This is precisely what is wrong with us as we are the major obstacle to 
being ourselves. Personality, built up by the environment in which we live, constantly 
interferes, and prevents the expression of our being. The functions supported by the 
body, are at the service of the personages that we have acquired, and not of our inner 
being, our real self, which can no longer make itself heard. (Vaysse, 1979, pp.46-47) 
From an existential point of view, Vaysse observes that external influences impinge upon the 
UHDOL]DWLRQRIRQH¶VRZQXQLTXHFKDUDFWHUWUDLWVKLQGHULQJWKHDELOLW\WRWDSLQWRWKHLQWULQVLFTXDOLWLHV
RIDSHUVRQ¶VLQGLYLGXDOLW\*XUGMLHIIWDXJKWWKDW³WKHPRVWEDVLFUHTXLUHPHQWIRUµZRUNRQ WKHVHOI¶
FRPHV IURP µHVVHQFH¶´ (Cusack and Norman, 2012, p.276). Thus, one of the central aims of 
*XUGMLHII¶V FRQFHSW RI VHOI-observation in his movements was to achieve authenticity in the 
practitioners of his work that could liberate them from a false sense of self:  
What do we find out about ourselves, if we engage in self-REVHUYDWLRQ":H¶OO VHH
patterns of behavior that surprise us²ZH¶OO VHH RXUVHOYHVZLWKRXW WKH µEXIIHUV¶ WKH
blinders that hide our mechanicality; our sleep, our selfishness from us [«] seeing 
ourselves as we are, with cool detachment, it becomes possible to see also what else 
we might become. Real freedom becomes possible. (Shirley, 2004, p.28) 
Essentially, it is only through an objective state of consciousness that a person is capable of 
transcending the barULHUVSODFHGE\WKHSHUVRQDOLW\ZKLFKLVLQFDSDEOHRIVHHLQJDQGNQRZLQJRQH¶V
DXWKHQWLF VHOIRU WKHLU³HVVHQFH´Thus, as Gurdjieff explains concerning a central objective of his 
H[HUFLVHV³WKHNH\WRHYHU\WKLQJ± remain apart. Our aim is to have constantly a sensation of oneself, 
RI RQH¶V LQGLYLGXDOLW\ WKLV VHQVDWLRQ FDQQRW EH H[SUHVVHG LQWHOOHFWXDOO\ EHFDXVH LW LV RUJDQLF´ 
(7UDQVFULSWV RI *XUGMLHII¶V 0HHWLQJV -1946, 2008, p.2). The Movements, although practised 
within groups of participants, were uniquely personalized in nature, and characteristically a type of 
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³ZRUNRQRQHVHOI´WKURXJKWKHSUDFWLFHRIVHOI-observation. (Shirley, 2004, p.274) It should also be 
HPSKDVL]HGWKDW*XUGMLHII¶VXVHRIWKHZRUG³ZRUN´LQUHODWLRQWRKLVPHWKRGRIVHOI-observation in 
particular, has a very specific meaning in terms of itself being a concept applied to the practice of 
self-examination. It is defined as a sustained exercise in self-study that identifies areas a person 
QHHGV³WRZRUNRQ´LQRUGHUWRDFKLHYH ZKDW*XUGMLHIIVD\VLV³DVHQVDWLRQRIRQH¶VVHOI´ 
Now you cannot work on yourself unless you have observed yourself and realized for 
yourself where you need to work on yourself. Through observation from the Work 
standpoint you begin to realize where some things are wrong in you from the angle of 
the Work --- i.e. you see where you need to work on yourself. If you have not, by 
means of observation from the angle of the Work over a long period of time, seen 
where you need to work on yourself, you will never actually be working on yourself. 
(Nicoll, 1996, p.1356) 
7KLVREVHUYDWLRQRI*XUGMLHII¶V³:RUN´IURPDSV\FKRORJLFDOSHUVSHFWLYHLVFOHDUO\UHIOHFWHG
LQ*XUGMLHII¶VDIRUHPHQWLRQHGSV\FKR-WUDQVIRUPDWLRQDO³6WRS([HUFLVH´ZKHUHE\DWWHQWLRQLVWXUQHG
inwards so as to observe oneself. By an act of self-observation it is possible to see oneself as they 
UHDOO\ DUH WKXV DOORZLQJ WKH LQGLYLGXDO WR PDNH ³FRQVFLRXVO\ REMHFWLYH´ GHFLVLRQV IRU WKHLU
personal/spiritual growth. 
Parallels in the Practical and Theoretical Work of the Two ³Gs´ 
)URP H[DPLQDWLRQV RI *XUGMLHII¶V WHDFKLQJV DQG SUDFWLFHV DQG WKHLU FRQQHFWLRQ WR DQFLHQW
esoteric traditions of the East, it has been suggested that practical and theoretical elements of 
*XUGMLHII¶VZRUNFDQDOVREHIRXQGLQ*URWRZVNL¶VRZQUHVHDUFK)RUH[DPSOH5LFKDUG6FKHFKQHU
after comparing the Movements of Gurdjieff to the Motions used as physical training exercises by 
*URWRZVNLFDPHWRWKHFRQFOXVLRQWKDW³HLWKHU*URWRZVNLWRRNVRPething from Gurdjieff or both Gs 
drew from WKHVDPHVRXUFHV´DQGIXUWKHUVWDWHVWKDW³7KH0RYHPHQWV0RWLRQV [«] are linked by a 
NLQGRIPRYHPHQWXVHG WKH VRXUFHVRI WKDWPRYHPHQW DQGE\SXUSRVH DQG IXQFWLRQ´ (Schechner, 
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1996b, pp.479-481). In an interview with Grotowski, Michel de Salzmann, GuUGMLHII¶VVRQE\-HDQQH
GH6DO]PDQQDOVRQRWHGWKDWWKH³FRUSRUDODVSHFWV´RI*URWRZVNL¶VSK\VLFDOH[HUFLVHV are similar to 
*XUGMLHII¶V 0RYHPHQWV. (de Salzmann, 1996, p.87) I will discuss the practical and theoretical 
FRPSRQHQWVRI*URWRZVNL¶V0RWLRQVLQlater portions of this chapter. Additionally, Peter Brook, one 
RI*URWRZVNL¶VFORVHVW FROODERUDWRUs in Art as Vehicle and ³D*XUGMLHYLDQRI WKHKLJKHVW UDQN >«@
thought the Pole µZDV WKH HPLVVDU\ RI D ORVW EUDQFK RI *XUGMLHII¶V VFKRRO¶´ Wolford, 1996, in 
Schechner, 1996b, p.DQGDOVRVWDWHGWKDW³*URWRZVNLNQHZDOORI*XUGMLHII¶VZULWLQJVKHNQHZ
PDQ\SHRSOHGLUHFWO\UHODWHGWR*XUGMLHII¶VWHDFKLQJ´ (Brook, 2009, p.75). 
$PRQJWKRVHIDPLOLDUZLWK*URWRZVNL¶VUHVHDUFKWKHUHLVWKHFROOHFWLYHREVHUYDWLRn that his 
work, VXFK DV LWV ³purpose and function´ 6FKHFKQHU VSHDNV RI (above), correlates with concepts 
IRXQG ZLWKLQ *XUGMLHII¶V HVRWHULF WHDFKLQJV DQG SUDFWLFHV 7R EHJLQ ZLWK ERWK *XUGMLHII DQG
Grotowski structured their practical and theoretical activity around resuscitating ancient traditional 
rituals of a sacred nature that could have a direct impact on the mind and body of those who 
SDUWLFLSDWHG LQ WKHLU UHVSHFWLYH ZRUN )RU H[DPSOH GLVFXVVLQJ WKH FHQWUDO SXUSRVH RI *XUGMLHII¶V
Institute for the HDUPRQLRXV 'HYHORSPHQW RI 0DQ 2XVSHQVN\ VD\V WKDW ³*XUGMLHII DQG , KDYH
UHDFKHGRXUSUHVHQWVWDJHRINQRZOHGJHE\ORQJDQGKDUGZRUNLQPDQ\ODQGV´DQGIXUWKHUVWDWHV 
Long ages ago there existed great civilizations and profound knowledge, traditions of 
which still exist. What remains of the knowledge has often become petrified [«] As 
at the tomb of Tutankhamen, mountains of rubbish have to be cleared away before the 
treasure is revealed. (Ouspensky in Bowyer, 1923, p.2) 
It is from this kind of archeological investigation of ancient traditions that Gurdjieff wanted 
to reveal and put into practice ancient activities such as sacred dance and ritual gymnastics in the 
IRUP RI ³D VHULHV RI QHZ0RYHPHQW-([HUFLVHV´ LQWHQGHG WR EULQJ DERXW D VSLULWXDO WUDQVIRUPDWLRn 
among those who participated in his practical work. (Phillpotts, 2008, p.247) 6LPLODUO\*URWRZVNL¶V
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post theatre research in Theatre of Sources, Objective Drama, and Art as Vehicle focused on 
examining elements of ancient ritual practices that could be used by the participants of his work as a 
³YHKLFOH´IRUWKHGHYHORSPHQWRIWKHLULQQHUHVVHQFH 
,Q WKH VDPHZD\DV2XVSHQVNL H[SODLQV WKHSXUSRVH IRU*XUGMLHII¶V H[DPLQDWLRQRI DQFLHQW
traditions, Peter Brook also conveys the importance attached to exploring ancient traditional rituals 
and their relaWLRQVKLSWR*URWRZVNL¶V$UWDV9ehicle research: 
It seems to me that today we face something which existed in the past but was 
forgotten over centuries and centuries; that is that one of the vehicles which allows 
man to have access to another level and to serve more rightly his function in the 
universe is ± as a means of understanding ± the performing art in all its forms. (Brook, 
1988, in Wolford, 1996c, pp.182-183) 
In accordance with Brook, Nascimento writes that accessing the aesthetic transcultural 
practices of ancient rituals, such as the use of traditionaO FKDQWV LQ *URWRZVNL¶V $UW DV 9ehicle 
UHVHDUFK DOORZV IRU RQH ³WR UHDFK WKH KXPDQ HVVHQFH´ (2008, p.153). $JDLQ MXVW DV *XUGMLHII¶V
teachings and practicHV GUHZ IURP DQFLHQW WUDGLWLRQV *URWRZVNL¶V HPSKDVLV RQ DQFLHQW ULWXDO DV
primary source material was the hallmark of his last phases of research such as his Theatre of 
Sources, LQZKLFK*URWRZVNL¶V³LQYHVWLJDWLRQV´DQG³H[SHGLWLRQ´ZHUHEDVHG³RQZLWQHVVing some 
performative approaches and on possibilities for entering into direct contact with the strong human 
H[DPSOHVRIDQFLHQWWUDGLWLRQ´Grotowski, 1980, p.267). 
Like Gurdjieff, Grotowski sought to uncover and explore the rituals and practices of ancient 
WUDGLWLRQVDQGDSSOLHGWKHVDPHWHFKQLFDODVSHFWVRIWKHVHWUDGLWLRQVIRXQGLQ*XUGMLHII¶VVDFUHGGDQFH
movements to his own research. For example, examining the use of traditional songs as a primary 
source technique in Art as VHKLFOHZHILQGWKH³VWUXFWXUDOHOHPHQW´RIWKHVHDQFLHQWVRQJVLVKLJKO\
calibrated in form and function: 
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The songs too are a very powerful [«] they are absolutely precise. The melody is 
precise, the rhythm is precise, the resonance, the words, so precise that they require 
continuous attention from the person who leads the song and from those who follow. 
You must continually adjust tonality in a very subtle way in order to be always 
perfectly in tune with the leader of the song. You should follow exactly the 
fluctuations of the tempo-rhythm so as to be in perfect synchrony. (Biagini and 
Wylam, 2008, p.164) 
This ³VWUXFWXUDO´DVSHFWRI$UWDV9ehicle is consistent with ancient ritual practices that are 
characterized by the employment of strictly defined or formalized forms of rules used to ensure the 
desired impact on the participant of a ritual activity. This being the case, in *URWRZVNL¶V2EMHFWLYH
Drama Research:ROIRUGSRLQWVRXWWKDWWKH³VWUXFWXUHGSK\VLFDODFWLYLWLHV´RI0RWLRQV³UHSUHVHQWV
WKHPRVWULJLGO\VWUXFWXUHG´IRUPRI GrotRZVNL¶VH[HUFLVHVS Thomas Richards gives us a 
detailed description: 
It is an exercise for simple and not so simple stretches of the body, and for the 
circulation of attention. The exercise is done with more than one person, and everyone 
should be in absolute synchronization ± every movement ± every angle of the body, 
each turn, step, executed at the same moment. So a very continuous line of attention is 
required from the people doing Motions. (2008, p.46) 
'HVFULEHG DV KDYLQJ ³VLPLODULWLHV WR KDWKD \RJD´ WKH 0RWLRQs exercises share the same 
WHFKQLFDO SURSHUWLHV DV *XUGMLHII¶V0RYHPHQWV LQ WKDW WKH\ DUH FKRUHRJUDSKHG UHTXLULQJPXOWLSOH
participants to execute precisely timed changes in the positions of their bodies through a series of 
repetitive physical actions. (Slowiak and Cuesta, 2007, p.126) Importantly, Motions also has the 
VDPH REMHFWLYH DV *URWRZVNL¶V SODVWLTXHV H[HUFLVHV ZKLFK HPSKDVL]HG WKH UHPRYDO RI ZKDW LV
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UHIHUUHG WR DV ³EORFNV´E\ LQWHQVHSK\VLFDO DQGPHQWDO H[HUWLRQ ,Q D7 interview with Richard 
Schechner, Grotowski explains: 
:KHQ , VD\ µJR EH\RQG \RXUVHOI¶ , DP DVNLQJ IRU DQ LQVXSSRUWDEOH HIIRUW 2QH LV
obligated not to stop despite fatigue and to do things that we know well we cannot do 
[«] there are certain points of fatigue which brake the control of the mind, a control 
that blocks us. When we find the courage to do things that are impossible, we make 
the discovery that our body does not block us. We do the impossible and the division 
within us between conception and thHERG\¶VDELOity disappears. (Grotowski, 1967, in 
Schneider and Cody, 2002, p.239) 
As with the plastiques exercise, Motions is intended to remove resistance or ³SK\VLFDO
EORFNV´WKHUHE\DOORZLQJIRUD³IORZRILPSXOVHV´E\YLUWXHRI³LQVXSSRUWDEOHHIIRUWV´ The more the 
participant of these exercises strains their mental, physical, and emotional capacities, the more 
OXFLGLW\ WKHUH LV LQ WKH IORZRIPRYHPHQWV WKDW OLEHUDWHV WKH LQGLYLGXDO IURP³PHFKDQLFDO´ VHWV RI
physical and behavioral sets of actions. As such, the participant of these exercises undergoes an 
internalized transformation in the way they think, feel, and act that is uniquely owned by them as a 
UHVXOW RI HDFKPRWLRQ¶V ³LQVXSSRUWDEOH HIIRUWV´ SXW IRUWK 7KXV*URWRZVNL¶V0RWLRQ H[HUFLVHV DUH 
neDUO\LGHQWLFDOWRZKDW*XUGMLHIIUHIHUVWRDV³VXSHUHIIRUWV´LQH[SODLQLQJKRZDSHUVRQ¶VVSLULWXDO
transformation is only achievable by the intensity of energy expended by the body and the mind in 
performing a series of demanding movements. 
The parallel EHWZHHQ*XUGMLHII¶V ³VXSHU HIIRUWV´ DQGZKDW FRQVWLWXWHV *URWRZVNL¶V0RWLRQ
exercises is more clearly demonstrated by the master Bali performer I Wayan Lendra, who wrote 
DERXWKLVSDUWLFLSDWLRQLQ*URWRZVNL¶V2EMHFWLYH'UDPDSKDVHRIUHVHDUFK 
The work itself was very rigorous. It required not only physical dexterity and stamina 
but also mental perseverance. Grotowski imposed uncompromising discipline. There 
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ZHUH PDQ\ UHTXLUHPHQWV WKDW ZH KDG WR SHUIRUP >«@ ,Q DGGLWLRQ WR DOO WKHVH KH
proposed to work long hours. Most of the time we worked between five and six days a 
week. Each exercise would last approximately two hours or longer depending on the 
GHYHORSPHQW RI WKH DFWLRQ 2XU VHVVLRQV >«@ RIWHQ H[WHQGHG IRU HLJKW KRXUV




SODFHG RQ*XUGMLHII¶V SXSLOV GH 6DO]PDQQ  S$OVR%ULWLVK LQWHOOHFWXDO -RKQ*%HQQHWW
DQRWKHU SDUWLFLSDQW LQ *XUGMLHII¶V SUDFWLFDO ZRUN GHVFULEHV WKH PRGH RI ³ZRUN´ DW *XUGMLHII¶V
insWLWXWHLQPXFKWKHVDPHZD\DV/HQGUD¶V2EMHFWLYH'UDPDH[SHULHQFHZLWK*URWRZVNL¶V0RWLRQ
exercises. Referring to a particular category of Movements, Bennett states: 
The rhythmic exercises were often so complicated and unnatural that I despaired of 
learniQJWKHP>«@WKHZRUNLQWKH6WXG\+RXVHDOZD\VFRQWLQXHGXQWLOPLGQLJKWDQG
RIWHQPXFKODWHUVRWKDWZHVHOGRPKDGPRUHWKDQWKUHHRUIRXUKRXUV¶VOHHSEHIRUH
starting the morning work. (Bennett, 2002, webpage)   
With the aforementioned commonalities between the corporal aspects of Motions and 
0RYHPHQWVLQPLQGLWVKRXOGDOVREHSRLQWHGRXWWKDW*XUGMLHII¶VFRQFHSWRI³HIIRUWV´DVpart of his 
spiritual teachings is FRQVLVWHQWZLWK³HIIRUW´jiahdEHLQJ³WKHWZHQW\-VL[WKVWDWLRQ´LQWKH6XILSDWK
of spiritual union with divinity. (Nasr, 1972, p.80) According to this Sufi principle, self-
WUDQVIRUPDWLRQFDQRQO\EHDFKLHYHGE\³H[HUWLRQDQGHIIRUWWKDWDOORZVWKHLQGLYLGXDOWRRYHUFRPH
the loweU VHOI DQG LWV PXQGDQH GHVLUHV´ (Neale, 2016, p.49). This being sDLG HDFK ³HIIRUW´ LQ
0RYHPHQWVZDVLQWHQGHGWR³VKRFN´RQHIURPDPHFKDQLFDOVWDWHRI³VOHHS´DQDXWRQRPLFIRUPRI
FRQVFLRXVQHVVWRDQDZDUHQHVVRIRQH¶VDXWKHQWLFVHOIZLWKLWVRZQXQLTXHILQJHUSULQW2XVSHQVN\
1949, p.155) Similarly, in his preface WR *URWRZVNL¶V Towards a Poor Theatre, Peter Brook 
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LQWURGXFHV WKH G\QDPLF RI WKH DFWRU¶V H[SHULHQFH LQ *URWRZVNL¶V WKHDWUH E\ VD\LQJ WKH ³ZRUN´
SURGXFHG³DVHULHVRIVKRFNV´WKDWOHGWRDSHUVRQDOL]HGWUDQVIRUPDWLRQBrook in Grotowski, 1968a, 
p.11) 
Interestingly, Grotowski uses the same terminology and language as Gurdjieff in his 
GLVFXVVLRQZLWK6FKHFKQHULQZKLFKPD\VXJJHVWWKDWRQHFRXOGFRQFHLYDEO\WUDFH*URWRZVNL¶V
HDUOLHVWNQRZOHGJHRI*XUGMLHII¶VWHDFKLQJVWR*URWRZVNL¶V7KHDWUHRI3URGXFWLRns. With respect to 
³HIIRUWV´ DQG WKHLU LQWHQGHG SXUSRVH IRU H[DPSOH*URWRZVNL VWDWHV LQ KLV ERRNTowards a Poor 
Theatre WKDW³WKHDFWRUZKR [«] is not afraid to go beyond all normally acceptable limits, attains an 
inner harmony and peace of mind. He liWHUDOO\EHFRPHVPXFKVRXQGHU LQERG\DQGPLQG´a, 
p.45). 
)XQGDPHQWDOO\ *URWRZVNL¶V WUDLQLQJ H[HUFLVHV VXFK DV KLV SODVWLTXHV DQG 0RWLRQV, were 
FKDUDFWHUL]HGDVEHLQJPHQWDOO\DQGSK\VLFDOO\GHPDQGLQJWRWKHSRLQWRI³H[KDXVWLRQ´WKHSUHFLVLRQ
within a given set of movements and attention to the smallest details required a high degree of 
concentration and awareness, simultaneous with energetic motor coordination. (Grotowski.net, 
2012a) Characteristically, this technical aspect of Motions is very much identical to the 
mathematical-OLNH VWUXFWXUH RI *XUGMLHII¶V 0RYHPHQWV )URP WKH EHJLQQLQJ WR WKH HQG HDFK
movement of the body has its assigned place and duration. 
+RZHYHU VLPLODU WKH FRUSRUDO FRPSRQHQW LV EHWZHHQ0RWLRQV DQG0RYHPHQWV*XUGMLHII¶V
practical work was fundamentally different in intent to that of Grotowski. As was previously pointed 
RXWLQWKLVFKDSWHU*XUGMLHII¶V0RYHPHQWVZHUHDQDGDSWDWLRQRIWHPSOHGDQFHV1HHGOHPDQ
S[L[$VVXFK*XUGMLHII¶VH[HUFLVHVZHUHXVHGDVDYHKLFOH to communicate his esoteric teachings. 
Each gesture, posture, and rhythmic movement was intended to convey some form of spiritual 
PHDQLQJ WKDW FRXOG OHDG WKH LQGLYLGXDO WRZDUGV LQQHU JURZWK ,Q*URWRZVNL¶V ODWWHU SHULRGVZRUN
such as his Objective Drama, Theatre of Sources, and Art as Vehicle phases of research, ancient 
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WUDGLWLRQDOULWXDOZDVXVHGDVDSULPDU\VRXUFHWHFKQLTXHWRDFKLHYHD³KHLJKWHQHGDZDUHQHVVRIRQH¶V
RZQSV\FKRSK\VLFDOSUHVHQFH´ (Middleton, 2001, p.52). 
This being said, Motions, first dHYHORSHGGXULQJ*URWRZVNL¶V7KHDWUHRI6RXUFHVSHULRGRI
UHVHDUFKGLGKDYHDVSLULWXDOTXDOLW\-XVWDV*URWRZVNLREVHUYHGWKHUHZDV³VRPHWKLQJUHOLJLRXV´LQ
*XUGMLHII¶VZRUN WKRVHZKRKDYHH[DPLQHG*URWRZVNL¶VUHVHDUFKDOVRVHHDVSLULWXDOGLPHQVLRQWR
his work as well. (Sinclair, 2005, p.43) Richard Schechner, taking into account his exposure to 
(DVWHUQ DQG &HQWUDO $VLDQ HVRWHULF SUDFWLFHV VXJJHVWV WKDW *URWRZVNL¶V ZRUN LV ³fundamentally 
VSLULWXDO´ (Schechner, 1996b, p.464); and this dynamic of GrotowsNL¶VUHVHDUFKLVDOVRGLVFXVVHGE\
Lisa Wolford, who states that ³Brook H[SOLFLWO\ SRVLWLRQV*URWRZVNL¶VZRUNZLWKLQ D ORQJ OLQH RI 
spiritual traditions´ (Wolford, 1996c, p.183). This is clearly the case when one considers the role that 
ancient ritual pracWLFHV SOD\HG LQ WKH ODWWHU SKDVHV RI *URWRZVNL¶V ZRUN )RU H[DPSOH :ROIRUG
UHIHUULQJWR*URWRZVNL¶V7KHDWUHRI6RXUFHVVWDWHVWKDW³*URWRZVNLFLWHGWKHGDQFHVRIWKH0HYOHYL
order as a clear example of a source technique with a precise psychophysical efILFDF\´ (Wolford, 
1996c, p.8). $V ZHOO GXULQJ *URWRZVNL¶V 2EMHFWLYH 'UDPD ZRUN, Iranian Director Massoud 
Saidpour, whose wRUNIRFXVHGRQ³VDFUHGPDWHULDO DQGWKHPHV´LQWURGXFHGExile Occidental, which 
was a performative structure that included traditional Sufi ritual. (Wolford, 1996c, p.168) 
AdGLWLRQDOO\*URWRZVNL¶V$UW DV9ehicle work was structured around ancient vibratory songs that 
³FDQZRUNDVWRROVIRUWKHWUDQVIRUPDWLRQRIHQHUJ\´LQWKHSHUVRQZKRSDUWLFLpated in this aspect of 
Art as Vehicle research. (Richards, 2008, pp.6-7) 
7KHVSLULWXDOFRPSRQHQWRI*URWRZVNL¶VZRUNWKDWRWKHUVKDYHVSRNHQDERXWLVHFKRHGE\7HR




7KHDWUH RI 6RXUFHV VXSSRUWV 6S\FKDOVNL¶V FKDUDFWHUL]DWLRQ RI 0RWLRQV /HQGUD UHODWHV WKDW KLV
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FROODERUDWLYHZRUNZLWK*URWRZVNL LQ2EMHFWLYH'UDPD UHVHDUFK ³KDG D VSLULWXDO GLPHQVLRQ´ DQG
VWDWHV WKDW WKH0RWLRQV H[HUFLVHV XVHG LQ WKLVZRUN SURGXFHV ³DOHrtness and awareness of physical 
LPSXOVHV´DQG³OHDGVWRDVHQVLWLYLW\RIWKHERG\DQGFRQVHTXHQWO\DVSLULWXDOH[SHULHQFH´ (Lendra, 
1991, pp.116 & 122). 
7KHUHLVDOVRDQRWKHUSURIRXQGWKHRUHWLFDODVSHFWWR*URWRZVNL¶V0RWLRQVLQKLVSRVW-theatre 
phases RI UHVHDUFK WKDW SDUDOOHOV*XUGMLHII¶V QRWLRQ RI ³PHFKDQLFDOLVP´ DQG LWV UHODWLRQVKLS WR WKH
VWDWHRI ³VOHHS´YHUVXV ³ZDNLQJ´Explaining the use of the Motion exercise during his Theatre of 
Sources phase of research, wherein one of his objectives was the ³GHFRQGLWLRQLQJ RI SHUFHSWLRQ´
Grotowski states that: 
Habitually, an incredible amount of stimuli are flowing into us [«] but we are 
programmed in such a way that our attention records exclusively those stimuli that are 
in agreement with our learned image of the world. In other words, all the time we tell 
ourselves the same story. Therefore, if the techniques of the body, daily, habitual, 
specific for a precise culture, are suspended, this suspension is by itself a 
deconditioning of perception. (Middleton, 2001, p.55) 
5HPDUNDEO\*URWRZVNL¶VXVHRIWKHWHUP³GHFRQGLWLRQLQJ´LQH[SODLQLQJKLV0RWLRQVKDVD
WKHRUHWLFDO SDWWHUQ SDUDOOHOLQJ WKDW RI *XUGMLHII¶V ³6WRS ([HUFLVH´ &KDOOHQJHU LQ GLVFXVVLQJ WKLV
component of Movements, describes it as a process oI³GHFRQVWUXFWLRQ´DQGVWDWHV 
The braking down of fixed postures and gestures as a method of self-study was a key 
SXUSRVH EHKLQG *XUGMLHII¶V XVH RI PRYHPHQWV LQ JHQHUDO WKH µ6WRS ([HUFLVH¶
highlighted and crystalized what the gymnastics as a whole aimed to achieve. In 
ordinary life, every person is limited to a handful of mechanical movements and 
gestures, each of which is connected with unconscious ways of thinking and feeling. 
(Challenger, 2002, p.14) 
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$VPHQWLRQHGHDUO\LQWKLVFKDSWHUWKH³6WRS([HUFLVH´ZDVRQHRIWKHSULPDU\PHWKRGVXVHG
LQ*XUGMLHII¶V0RYHPHQWV WR LPSRVH DPRPHQWRI VHOI-observed examination. The purpose of this 
WHFKQLTXH ZDV WR GHYHORS DQ REMHFWLYH DZDUHQHVV RI D SHUVRQ¶V HPRWLRQDO PHQWDO DQG SK\VLFDO
centres that are typically gRYHUQHGE\³PHFKDQLFDO´DFWLRQVDQGUHDFWLRQV&RPSDULQJ&KDOOHQJHU¶V
REVHUYDWLRQV RI*XUGMLHII¶V ³6WRS ([HUFLVH´ DV D IRUP RI ³GHFRQVWUXFWLRQ´ WR*URWRZVNL¶V XVH RI
0RWLRQVDVPHDQVRI³GHFRQGLWLRQLQJ´WKHUHLVDVWULNLQJVLPLOarity between the two theories. 
Furthermore, Motions was a difficult series of exercises that could bring the participant to a 
heightened state of personal points of contact with their mind and body outside of what is familiar to 
WKHP ³GXULQJ \HDUV RI WDPLQJ´ (Grotowski, 1980, p.260). Like Gurdjieff, Grotowski focuses his 
DWWHQWLRQRQXVLQJFHUWDLQH[HUFLVHVWKDWZRXOGGLVHQJDJHDSHUVRQ¶VWHQGHQF\WRZDUGVWKLQNLQJDQG
DFWLQJ RQ D PHFKDQLFDO OHYHO $FFRUGLQJO\ ZH DUH UHPLQGHG RI *XUGMLHII¶V WHDFKLQJV IURP WKLV
analogy about consciousness by Grotowski: 
[...] we habitually prepare ourselves for going to sleep. We look for the bed, we cover 
it, we disrobe, we prepare an alarm clock, and when we wake up, we are already 
thinking about what we should do next. In this way we liquidate a time of awakening. 
(Grotowski, 1980, p.267) 
*URWRZVNL¶V GHSLFWLRQ RI D VSHFLILF VWDWH RI FRQVFLRXVQHVV WKDW LV reactive in nature and 
UHIHUHQFH WR DQ ³DODUP FORFN´ DUH UHPDUNDEO\ VLPLODU WR *XUGMLHII¶V GLVFXVVLRQ DERXW WKH UROH D
³WHDFKHU´SOD\V LQKHOSLQJ JXLGH DQ LQGLYLGXDO WRZDUGV*XUGMLHII¶V WHDFKLQJVRI WKH ³)RXUWK:D\´
that leads the individual away from their mechanical state of existence:  
[...] rules can never be either easy, pleasant, or comfortable [«] otherwise they would 
not answer their purpose. Rules are the alarm clocks which wake the sleeping man. 
But the man, opening his eyes for a second, is indignant with the alarm clock and 
asks: can one not awaken without alarm clocks? (Ouspensky, 1949, pp.225-226) 
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Beyond mere coincidence, the aforementioned examples of exactly the same terminology 
used by both Gurdjieff and Grotowski (eg, sleep, wake, and alarm clock) would quite plausibly 
LQGLFDWHWKDW*URWRZVNLLQWHJUDWHGSRUWLRQVRI*XUGMLHII¶VFRQFHSWVLQWRKLVRZQZRUN)XUWKHUPRUH
ERWK*XUGMLHII¶VDQG*URWRZVNL¶VZRUNIRFXVHGDWWHQWLRQRQWKHSULPDF\RI³HVVHQFH´RUZKDWFRXOG
DOVR EH FDOOHG WKH ³DXWKHQWLF´ VHOI $FFRUGLQJ WR 5LFKDUGV LQ GLVFXVVLQJ KLV FROODERUDWLRQ ZLWK
Grotowski in Art as Vehicle, essence is an aspect of our inner being which is disassociated from 
what has been learned and practised from external influences. (2008, p.138)  
*URWRZVNL¶VZRUN LQYROYHG WDSSLQJ LQWRHVVHQFH WKURXJKDSURFHVVRI³GHFRQGLWLRQLQJ´+H
UHFRJQL]HGZKDW LV ³PHFKDQLFDO´ LV D IRUPRI ³VOHHS´RUKDELW WKDWGoes not allow for an organic 
flow of impulses that are uniquely owned by the individual. As such, Grotowski focused much of his 
attention in his post-theatre phases of research on the rediscovery of essence, through techniques 
GHVLJQHGWRZRUNRQRQH¶VVHOI,QWKHVDPHZD\*XUGMLHIIUHIHUUHGWR³VOHHS´DVEHLQJ³PHFKDQLFDO´
LQ WKDWPDQ\RIDQ LQGLYLGXDO¶VDFWLRQVDQG IHHOLQJVDUHJRYHUQHGE\ WKHVDPHIRUFHVRIKDELW WKDW
Grotowski speaks about. 
Additional to the potential link in the works of Grotowski and Gurdjieff as it relates to the 
VLPLODULWLHV EHWZHHQ 0RYHPHQWV DQG *URWRZVNL¶V Motion exercises, there are other theoretical 
FRQFHSWVZLWKLQ*URWRZVNL¶VUHVHDUFKWKDWVXJJHVWDVWURQJ*XUdjievian signature pattern as well. As 
mentioned earlier in this chapter, *XUGMLHII¶VSUDFWLFDOZRUNFHQWred around using ancient traditions 
as a technique to bring about self-transformational changes in the participant, traditions which 
LQFOXGHG WKH 6XIL WHDFKLQJ RI WKH ³)RXUWK:D\´ DQG LWV UHODWLRQVKLS WR HQHUJ\ WUDQVIRUmation. An 
examination of key DVSHFWV RI *URWRZVNL¶V $UW DV 9ehicle, in particular, demonstrates a clear 
FRQFHSWXDOSDUDOOHOEHWZHHQ*XUGMLHII¶VZULWLQJVDQG*URWRZVNL¶VILQDOVWDJHRIUHVHDUFK 
In Art as Vehicle, ZHVHHDVWURQJLQGLFDWLRQRI*XUGMLHII¶Vmetaphysical teachings having 
EHHQDSSOLHGDVDWKHRUHWLFDOIUDPHZRUNIRU*URWRZVNL¶VZRUN7REHJin with, the premise of Art as 
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VHKLFOHZDVEDVHGRQDQ³XQGHUVWDQGLQJWKDWWKHERG\LVQRWVHYHUHGIURPRWKHUDVSHFWVRIWKHGRHU¶V
EHLQJ´ (Laster, 2012, p.223). Although the body itself had always been the focal point of 
*URWRZVNL¶VSDVWSHUIRUPDWLYHZRUNWKHHOHPHnt of corporality in Art as Vehicle is used as a kind of 
FRQGXLWIRUDQLQWHUQDOL]HG³IORZRIPRYHPHQW´WKDWVLPXOWDQHRXVO\DIIHFWVWKHERG\PLQG and 
emotions of the doer. (Richards, 1996, p.433) 6LPLODUWR*XUGMLHII¶V³)RXUWK:D\´WHDFKLQJ
*URWRZVNLVRXJKWWRHQJDJHDQGKDUPRQL]HDOORIZKDW*XUGMLHIIUHIHUVWRDVWKHKXPDQEHLQJ¶V
³centres´$VVXFKIRU*URWRZVNLWKHDQFLHQWVRQJVZHUHXVHGLQ DWHFKQLTXHWR³ZRUNRQWKHERG\
WKHKHDUWDQGWKHKHDGRIWKHµGRHUV¶´6FKHFhner, 1996b, p.480). 
,QWKHFRXUVHRIKDUPRQL]LQJWKHVH³centres´WKHUHLVDWUDQVIRUPDWLRQRIHQHUJ\LQZKLFKWKH
vibratory nature of the ancient songs produces energy along a descending and ascending line of 
TXDOLW\ZKLFK*URWRZVNLUHIHUUHGWRDVD³YHUWLFDOODGGHU´ 
$UWDV9HKLFOHLVOLNHDYHU\SULPLWLYHHOHYDWRULW¶VVRPHNLQGRIEDVNHWSXOOHGE\D
cord, with which the doer LIFTS himself towards a more subtle level of energy [«] 
when I speak of the image of the primordial elevator, and therefore Art as Vehicle, I 
refer to verticality²we can see this phenomenon in categories of energy: heavy but 
organic energies [«] and other energies, more subtle [«] the question of energy is to 
pass from a so-called coarse level [«] to a level of energy [«] more subtle. 
(Nascimento, 2008, p.147) 
,Q*URWRZVNL¶V$UWDV9HKLFOHFRQFHSWRI³YHUWLFDOLW\´HQHUJ\LVWUDQVIRUPHGIURPDORZ
coarse form to a higher, more subtle form, by way of an elevator. Likewise, Gurdjieff spoke in terms 
RIDVFHQGLQJDQGGHVFHQGLQJOLQHVRIHQHUJ\DPRQJRFWDYHVDORQJD³ODGGHU´&RPSDULQJWKH
transformation of energy through what Grotowski referred tRDVDSURFHVVRI³YHUWLFDOLW\´ to 
*XUGMLHII¶VWHDFKLQJZHIind that Gurdjieff explains that the energetic quality from octaves that 
JRYHUQPRWLRQVLQWKHXQLYHUVHDUHDVFHQGLQJDQGGHVFHQGLQJOLQHVRIHQHUJ\VLPLODUWRD³ODGGHU´,Q
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other words, Grotowski and Gurdjieff spoke in synonymous terms and described the same 
SKHQRPHQD,QKLVHVVD\HQWLWOHG³*XUGMLHIIRUWKH0HWDSK\VLFVRI(QHUJ\´, Jacob Needleman 
wrote: 
)RU*XUGMLHIIKXPDQLW\¶VUROHRQHDUWKOLNHWKDWRIDOOOLYLQJEHLQJVLVDVD
transformation of energy, principally the energy of the sun and the planetary worlds. 
7KHGLDJUDPRIWKHµUD\RIFUHDWLRQ¶ [«] depicts the place of the earth as a rung on a 
ladder of energies ascending and descending [«] this movement of energy, according 
to Gurdjieff, obeys the law of developing motion [«] according to this law, every 
developing process passes through steps between a higher or finer quality of energy 
and a lower or coarser quality. This notion of a ladder of energies was generally more 
recognized in traditional teachings than it is today. (Needleman, 1996, p.70) 
*XUGMLHII¶VGHVFULSWLRQRIDZDNHQLQJDQGHQHUJ\WUDQVIRUPLQJDQGUHILQLQJLQDQXSZDUG
PRYHPHQWDORQJDODGGHURIRFWDYHVHFKRHVORXGO\LQ*URWRZVNL¶VZRUNZKLFKHPSOR\HGWUDGLWLRQDO
rituals and music to achieve an awakened state of consciousness and transformation via a primitive 
elevator to lift oneself to a higher energy. It would appear that strong evidence exists for link 
EHWZHHQWKHWZRVXJJHVWLQJWKDW*URWRZVNLZDVLQIOXHQFHGE\*XUGMLHII¶V6XIL-inspired work. 
:KDWIXUWKHUDWWDFKHV*URWRZVNL¶VZRUNWRWKDWRI*XUGMLHII¶VLVKLVHPSKDVLVRQWKHRUDO
transmission of knowledge. Like Gurdjieff, Grotowski relied mostly on the use of oral presentation 
WRFRPPXQLFDWHKLVWKHRULHVEHFDXVH³+HGLVOLNHG SXWWLQJKLVWKRXJKWVRQSDSHU´ (Slowiak and 
Cuesta, 2007, p.55). This is particularly true when one considers that Grotowski never used or 
SURGXFHGZULWWHQPDWHULDOVDVDWHDFKLQJWRRO$V5LFKDUG6FKHFKQHUREVHUYHG³*URWRZVNLOLYHVDQG
ZRUNVZLWKLQWKHRUDOWUDGLWLRQ>«@2QHILQGV*URWRZVNLQRWLQDFROOection of texts, a film vault, or 
anywhere other than in the people he engDJHGZLWKSRXUHGKLPVHOILQWR´ (Schechner, 1996b, p.468). 
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What is of particular importance to the non-WH[WXDOLVHGQDWXUHRI*URWRZVNL¶VZRUNDV
pointed out by Schechner, is that Grotowski preferred to pass his knowledge on without the use of 
written materials. As such, there was a chain-of-custody-like transference of his ideas that would be 
orally communicated to a select few. Thus, information would be passed on from teacher to the 
VWXGHQWZKRZRXOGWKHPVHOIEHFRPHD³PDVWHUWHDFKHU´FRQYH\LQJ*URWRZVNL¶VZRUNWRDVHOHFWIHZ
others. (Schechner, 1996b, pp. 468, 469, and 470) This method of instruction is not unlike that of 
Gurdjieff, who also taught a handful of individuals within his Institute for the Harmonious 
Development of Man, who would then in turn function as teachers of his work. In his last 
FRQYHUVDWLRQZLWK-HDQQHGH6DO]PDQQWKH³FKRVHQKHLU´RIKLVWHDFKLQJV*XUGMLHIIVWUHVVHVWKH
importance of maintaining a group of people who would be responsible for preserving and 
communicating his ideas: 
The essential thing, the first thing, is to prepare a nucleus of people capable of 
UHVSRQGLQJ WR WKH GHPDQG ZKLFK ZLOO DULVH«VR ORQJ DV WKHUH LV QR UHVSRQVLEOH
nucleus, the action of the ideas will not go beyond a certain threshold. (Schechner, 
1996b, pp.471-472) 
)RU6DO]PDQQ³*XUGMLHIIZDVWKHWHDFKHUWKHPDVWHU´ZKRVHREMHFWLYHDWKLVLQVWLWXWHZDVWR
KDYHKLVZRUN³FDUULHGRQ E\DQµHVRWHULFLQQHUFLUFOH¶´ (Sinclair, 2005, pp.26-27). Grotowski, as 
already mentioned, followed the same mode, for the same purpose, as Gurdjieff in the transmission 
RIKLVWKHRULHVDQGSUDFWLFDOZRUN&UXFLDOO\WKH³PDVWHUWHDFKHU´LVRISULPDU\LPSRUWDQFHWRERWK
Grotowski and Gurdjieff in terms of its connection to their respective work and emphasis on oral 
tradition. For example, referring to the collaborative role Thomas Richards played in Art as Vehicle, 
Grotowski states: 
7KHQDWXUHRIP\ZRUNZLWK7KRPDV5LFKDUGVKDVWKHFKDUDFWHURIµWUDQVPLVVLRQ¶LQ
the traditional sense ± in the course of an apprenticeship, through efforts and trials, the 
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DSSUHQWLFHFRQTXHUVWKHNQRZOHGJH>«@IURPDQRWKHUSHUVRQhis teacher. (Grotowski, 
1993, in Schechner, 1996b, p.468) 
We find that the teacher-student relationship, being central to oral transmission, was one of 
*URWRZVNL¶VPDLQWRROVXVHGLQKLVSUDFWLFDODVZHOODVWKHRUHWLFDOUHVHDUFKZKLFKHPSKDVL]HGRQH-
on-one interaction between himself and his collaborators. The connection between non-texualised 
comPXQLFDWLRQDQGSHUVRQDOSRLQWVRIDVVRFLDWLRQLQ*URWRZVNL¶VDSSURDFKWRWHDFKLQJLVDOVR
VSRNHQDERXWE\-DPHV6ORZLDNDQG-DLUR&XHVWD³*URWRZVNLLQVLVWHGWKDWKLVNQRZOHGJHEH
transmitted through direct contact. One to one interaction. He privileged the oral tradition, especially 
a direct master-DSSUHQWLFHUHODWLRQVKLS´ (2007, p.42). With this in mind, this interpersonal 
relationship, which is a characteristic of oral transmission, serves a practical purpose, which is 
VLPLODUWR*URWRZVNL¶V³PDVWHU-apprHQWLFHUHODWLRQVKLS´6LPLODUO\*XUGMLHIIHODERUDWHV 
Personal directions can only be individual. In this connection again a man cannot find 
KLVRZQFKLHIIHDWXUHKLVFKLHIIDXOWE\KLPVHOI>«@WKHWHDFKHUKDVWRSRLQWRXWWKLV
feature to him and show home how to fight against it. No one else but the teacher can 
do this. (Ouspensky, 1949, p.226) 
5HFDOOLQJ*XUGMLHII¶V0RYHPHQWVKLV6WRS([HUFLVHLQSDUWLFXODULWZDVQHFHVVDU\IRUWKHUH
to be guidance in performing this exercise. It could not be performed without someone giving a 
command to freeze in the course of practising a movement. In fact, every aspect of his practical work 
ZDVSHUVRQDOO\GLUHFWHGE\*XUGMLHIIZKRDFWHGLQWKHFDSDFLW\RID³PDVWHU´WHDFKHUREMHFWLYHO\
observing the Movements particLSDQWV¶VSLULWXDOGHYHORSPHQWRQDQLQGLYLGXDOL]HGEDVLV7KLV
IXQFWLRQDODVSHFWRI*XUGMLHII¶VZRUNLVFRQVLVWHQWZLWKKLV6XIL-based knowledge and follows the 
same formula for the initiation process within esoteric schools: 
As for initiation in Sufism, this consists in the transmission of a spiritual influence 
>«@DQGPXVWEHFRQIHUUHGE\DUHSUHVHQWDWLYHRIDµFKDLQ¶UHDFKLQJEDFNWRWKH
Prophet. In most cases it is transmitted by the master who also communicates the 
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method and confers the means of spiritual concentration that are appropriate to the 
aptitudes of the disciple. (Burckhardt, 2008, p.7) 
,WLVQRWRQO\WKHUROHRID³PDVWHU´WRSURYLGHJXLGDQFHLQWKHSURSHUZD\WRSHUIRUPD
specific set of spiritual-based activities. It was also the responsibility of the teacher to pass his 
NQRZOHGJHRQVRWKHUHZRXOGEHDOLYLQJXQEURNHQ³FKDLQ´RIZLVGRPPHPRUL]HGRUDOO\DQG
transmitted from one person to the next. This was one of the primary objectives in Grotowski and 





there arHVLPLODULWLHVEHWZHHQ*URWRZVNL¶VZRUNDQd the spiritualist G. I. *XUGMLHII¶VWHDFKLQJV
which were founded on the cosmological principles of Sufism. It was necessary to use an approach 
that could test the validity of this premise by adopting a comparative examination, drawing parallels 
EHWZHHQ*URWRZVNL¶VUHVHDUFKDQG *XUGMLHII¶VWHDFKLQJV,QGRLQJVRLWZDVILUVWGHPRQVWUDWHGthat 
Gurdjieff relied on Sufism as his primary source in the development of his teachings. Secondly, it 
was demonstrated that tKHUHDUHHOHPHQWVLQ*URWRZVNL¶VUHVHDUFKWKDWDUHVWULNLQJO\VLPLODUWR
*XUGMLHII¶VSUDFWLcal and theoretical work. 
2QHSDUWLFXODUXQLWRIDQDO\VLVXVHGWRHVWDEOLVK*XUGMLHII¶VSRVVLEOHLQfluencHRQ*URWRZVNL¶V
research was an H[DPLQDWLRQRI*XUGMLHII¶VMovements/sacred gymnastics DQG*URWRZVNL¶V0RWLRQ
exercises. Both exercises were structured to be physically and mentally rigorous, with the purpose of 
EULQJLQJWKHSDUWLFLSDQWWRDKHLJKWHQHGVWDWHRIDZDUHQHVVRIWKHLURZQ³ERG\UK\WKPV´
Additionally, tKHFHQWUDOFRQFHSWRI³HIIRUWV´ was used by both Grotowski and Gurdjieff to explain 
how the degree of physical and mental force exerted from their respective exercises would eliminate 
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³PHFKDQLFDO´RU ³KDELWXDO´ZD\VDSHUVRQUHDFWVSK\VLFDOO\DQGPHQWDOO\. Thus, both the Movements 
DQG0RWLRQVIRFXVHGRQFRQQHFWLQJWKHLQGLYLGXDOWRWKHLU³HVVHQFH´,WZDVDOVRSRLQWHGRXWWKDWWKH
QRWLRQRI³HIIRUWV´XVHGE\*XUGMLHIIWRH[SODLQDFHQWUDOFRPSRQHQWRI0RYHPHQWs, was a principle 
of spiritual enlightenment found within Sufi ontology.  
In addition to drawing a parallel between Gurdjieff¶V and Grotowski¶VSUDFWLFDOZRUNI also 
demonstrated that there appear to be theoretical aspects of GrotowskL¶VZRUNZKLFKVWURQJO\
resemble VRPHRI*XUGMLHII¶VFHQWUDOHVRWHULFWHDFKLQJV)RUH[DPSOH*URWRZVNL¶VLGHDWKDWDQFLHQW
WUDGLWLRQDOULWXDOFRXOGEHXVHGDVDWHFKQLTXHWRVLPXOWDQHRXVO\LPSDFW³WKHERG\KHDUW´DQGWKH
³KHDG´RIWKRVe participating in his research LVWKHRUHWLFDOO\VLPLODUWR*XUGMLHII¶VXVHRIVDFUHd 
Movement exercises that were intended to harmonize the human being¶V³PLQG´³HPRWLRQV´DQG
WKH³SK\VLFDOERG\´7KLVEDODQFLQJRIRQH¶V³centres´ZKLFK*XUGMLHIIFDOOHGWKH³)RXUWK:D\´, is 
also a Sufi concept of the same name, used to promote spiritual self-GHYHORSPHQW$JDLQ*XUGMLHII¶V
)RXUWK:D\WHDFKLQJLVYHU\VLPLODUWR*URWRZVNL¶VXVHRIDQFLHQWWUDGLWLRQDOULWXDOWKDWVRXJKWWR
DFKLHYHWKHDWWXQHPHQWRIWKHLQGLYLGXDO¶Vcentres.  
,QWKHSURFHVVRIKDUPRQL]LQJRQH¶Vcentres, there is also a transformation of energy that 
takes place, ZKLFK*URWRZVNLDQG*XUGMLHIIGHVFULEHDV³DVFHQGLQJ´DQG³GHVFHQGLQJ´LQQDWXUH 
Examining this key concept of energy transformation, Grotowski specifically explains this 
phenomenon of internalized activity in the same way as does Gurdjieff. While Gurdjieff describes 
this occurrence as being likHD³ODGGHU´WKDWLVUHODWHG to his Sufi-LQVSLUHGQRWLRQRIWKH³ODZRI
RFWDYHV´*URWRZVNLVHHVWKHWUDQVIHUHQFHRIHQHUJ\DVEHLQJOLNHD³YHUWLFDOODGGHU´ 
Taking these parallels into consideration, it can be suggested that there is a practical and 
theoretical nexus that would suggest some aspects of GURWRZVNL¶VUHVHDUFKZHUHFRQQHFWHGWR his 
knowledge of GurGMLHII¶V6XIL-based teachings. This is not to say, however, that GURWRZVNL¶V
research was motivated by a conquest for spiritual enlightenmentDVZDVWKHFDVHZLWK*XUGMLHII¶V 
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work with Movement exercises. *URWRZVNL¶VODWHUSKDVHVRIUHVHDUFKIRFXVHGRQDQFLHQWWUDGLWLRQDO
sources that were spiritual in nature that could KDYHD³GLUHFWLPSDFW´RQWKHGHYHORSPHQWRIRQH¶V
³HVVHQFH´ and energy transformation, in a way that had no religious objective. However, since the 
IRFXVRI*URWRZVNL¶VDWWHQWLRQZDVXVLQJHOHPHQWVRIDQFLHQWULWXDODVVRXUFHWHFKQLTXHVIRUKLV
research, it is quite plausible that *XUGMLHII¶VHVRWHULFWHDFKLQJVZRXOGKDYHEHHQDSSHDOLQJWR
DGYDQFLQJ*URWRZVNL¶VZRUNDVKDVEHHQVXJJHVWHGE\GLVFXVVLQJWKHDIRUHPHQWLRQHG parallels. 
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Conclusion 
1RWZLWKVWDQGLQJ*URWRZVNL¶V³DYHUVLRQWRµLQWHUSUHWDWLRQ¶´6alata, 2014, p.7), his interviews 
and writings have stimulated a large body of research in an attempt to define his influences and better 
understand the genesis of his work. Despite initial scepticism from some people about my research 
question, I felt there was sufficient information to pursue this thesis on the basis of preliminary 
findings that supported my hypothesis that certain aspects of Sufism were a significant source of 
inspiration for Grotowski. Over the course of my research, I have discovered additional sources and 
materials to confirm and strengthen my initial hypothesis. It is with confidence that I can affirm the 
strong presence of Sufi-based thought and SUDFWLFHVLQ*URWRZVNL¶VZRUN+RZHYHUEHFDXVHRI
*URWRZVNL¶VUHOXFWDQFHWRQDPHKLVSUHferred influences I can only speculate whether he intentionally 
drew from Sufism for his work, or whether the striking similarities are merely coincidental. All the 
same, this thesis has demonstrated that Grotowski was significantly influenced by Sufi thought and 
practices, as evidenced by his travels, contacts, techniques and ideas. 
In this conclusion, the central findings with respect to the research question are summarised 
and general conclusions are made based on the findings of the materials presented in the thesis. 
Additionally, both the strengths and limitations of this thesis are taken into consideration and 
suggestions for further research are presented. 
Approach to Thesis Method and Design 
The sources and materials presented in this thesis centred RQWKHGHJUHHWRZKLFK*URWRZVNL¶V
theoretical and practical work was substantially influenced by components of Sufi Islam. As a 
qualitative and descriptive study, this thesis cannot pretend to prove causation, at best correlation. 
Many other writers have ORRNHGDW*URWRZVNL¶VLQIOXHQFHVEXWQRQHKDVEHJXQZLWKWKHSUHPLVHWKDW
Sufism was a significant source. $OOVWXGHQWVDQGVFKRODUVZKRDUHIDPLOLDUZLWK*URWRZVNL¶VZRUN
agree that his research centred on transcultural experimentations. Additionally, Grotowski insisted 
that he did not rely on a particular method or theory for his work. Nonetheless, through a 
  229 
comprehensive reading of first- and second-hand sources, I have focused on the significant role 
Sufism may have played LQ*URWRZVNL¶VZRUNZLWKDWKorough compilation of its Sufi and Sufi-like 
DVSHFWV7KLVLVQRWDFRPSDUDWLYHVWXG\DV,GLGQRWVHWRXWWRZHLJK6XILVP¶VLQIOXHQFHRQ
*URWRZVNL¶VZRUNDJDLQVWWKHRWKHUVRXUFHVRIKLVLQVSLUDWLRQ,QRWKHUZRUGV,GLGQRWDWWHPSWWR
diminish the influHQFHVRIRWKHUULWXDOWUDGLWLRQVLQRUGHUWRSURPRWH6XILVP¶VLPSRUWDQFH  For 
instance, I showed that early in his career Grotowski was interested in Indian traditions, e.g., 
Sakuntala, the ancient Indian play based on a famous Indian myth was one of his first productions; 
also Haitian and Hindu traditions were used in Objective Drama, as well as the transcultural 
H[SHULPHQWDWLRQLQ*URWRZVNL¶V7KHDWUHRf Sources phase of research. 
Ancient traditional ritual was of particular interest to Grotowski¶V transcultural projects, so he 
went to and explored places where these traditions still exist, for instance, Iran, Haiti and regions of 
India, in addition to many others. As such, I examined the degree of importance Grotowski placed in 
using elements of ancient traditional ritual for his work. Based on the materials presented, I showed 
that Grotowski took certain elements of rituals found within ancient traditions that could be used as 
³WRROV´WRFRQGXFWKLVSHUIRUPDWLYHDQGQRQ-performative work with the human boG\*URWRZVNL¶V 
HPSKDVLVRQVSLULWXDOWUDGLWLRQV¶ULWXDOVZDVDQLQGLFDWRU in measuring the likelihood that Sufism was 
a potentially significant part of *URWRZVNL¶VSKDVHVRIUHVHDUFK  
It appears that the major inspiration IRU*URWRZVNL¶V overall research was his visit to Central 
Asia years before his travels to India, Haiti, Mexico, and other countries.  It was in Turkmenia, a 
predominately Islamic region of Central Asia, where he saw a spiritual leader perform an esoteric 
W\SHRI³GDQFH´It is worth mentioning in this conclusion, as it has been repeated several times 
throughout this thesis, that this experience ZRXOGEHWKHWHPSODWHIRU*URWRZVNL¶V research approach 
to performance craft. This was explicitly stated by Grotowski himself, as well as others who were 
IDPLOLDUZLWK*URWRZVNL¶VZRUN 
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The Aims of the Research Chapters 
Chapter one: Biographical information and rebirth of theatre rituals  
 ,QWKHELRJUDSKLFDOLQIRUPDWLRQRQ*URWRZVNL¶VEDFNJURXQGLQFKDSWHURQHDQGWKH
discussion of the ritual aspHFWVRI*URWRZVNL¶VHDUO\WKHDWUHWKHDLPZDVWRHVWDEOLVK*URWRZVNL¶V 
early interest in ancient traditions and therefore to explain his possible predisposition to learning 
about and adapting ritual practices such as Sufism into his work. 
Chapter two: AncLHQWWUDGLWLRQDOULWXDODQGWKRXJKWLQ*URWRZVNL¶VZRUN 
 This chapter was as a practical examination of his previously demonstrated interest in 
traditional practices, specifically in the context of his plays. As well, I explored the theories that 
relate back to ancient traditional ritual such as his spiritual-based motifs of the Holy Actor and the 
Total Act, the origins of concepts like annihilation, and self-mortification that correlate with 
spiritual-based principles and practices. 
Chapter three: Sufi rooWVLQ*URWRZVNL¶V$UWDV9ehicle 
 With the likely audience in mind, the reader was probably already familiar with Art as 
Vehicle, so it was used as a framework to introduce Sufi aspects of Art as Vehicle, also as a 
continuation of the previous chapter which covered ancient rituals within the framework of 
*URWRZVNL¶VZRUN 
One aim of this chapter was to show how certain elements of his work matched up with 
Sufism, in terms of influences on this project. I also found direct references made by cited sources 
that there was a correlation between Art as Vehicle work and Sufism. 
Chapter four: Sufism 
 This chapter covered Sufism more in-GHSWKERWKWRUHLQIRUFHWKHSUHYLRXVFKDSWHU¶V
connection between Sufism and Art as Vehicle, and in preparation for the next chapter on Gurdjieff, 
the Sufi-inspired mystic. 7KLVKHOSVIRUHFDVWWKHDSSOLFDWLRQVRI6XILFRQFHSWVLQ*XUGMLHII¶VSUDFWLFDO
and theoretical work, for example verticality and spiritual centres that create transformation in 
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*XUGMLHII¶V)RXUWK:D\7KLVFKDSWHU references the Naqshbandi Sufis, whose whirling Dervishes, 
and famous poet Rumi, directly influenced Gurdjieff¶VWHDFKLQJVDQGSUDFWLFHV 
Chapter five: Grotowski and Gurdjieff 
The chapter on Gurdjieff was a comparative analysis with the aim of demonstrating that 
Grotowski used theories and methods LQKLVZRUNWKDWDUHEDVHGRQ6XILVP6LQFH*XUGMLHII¶VZRUN
ZDVEDVHGRQ6XILVPDQG*URWRZVNLZDVDZDUHRI*XUGMLHII¶VZRUNDQGWKHUHDUHUHPDUNDEOH
parallels, it only follows that Sufism was likely a major factor in the total body of *URWRZVNL¶V
research projects. When taking the numerous assertions of a Gurdjieffian influence on Grotowski by 
authors such as Khetaguri, Flaszen, Michel de Salzmann, Brook, Wolford, and Schechner, in 
combination with my descriptions of Sufi doctrines and practices and their reflections in both 
*XUGMLHII¶VDQG*URWRZVNL¶VSUDFWLFHV,sought to demonstrate a pattern of Sufi influences on 
Grotowski. The Gurdjieff factor is a major element in my argument that Sufism influenced 
GrotowVNL¶VZRUNEHFDXVHWKH6XILVP-Gurdjieff connection has already been well established, as has 
the Gurdjieff-Grotowski connection; therefore Gurdjieff is a FRQGXLWRI6XILVP¶VLQIOXHQFHRQ
Grotowski. Taken together with the previous four chapters, chapter five adds weight to my argument 
WKDW6XILVPZDVDVLJQLILFDQWLQIOXHQFHRQ*URWRZVNL¶VZRUN   
Findings 
Using both primary and secondary sources, such as existing commentaries, or scholarly 
H[DPLQDWLRQVRI*URWRZVNL¶VZRUNI looked at the writings of some of the most prominent figures 
who wrote about and/or participatHGLQ*URWRZVNL¶VZRUN,VKRZHG that they all saw a spiritual type 
quality to his work, and made direct references to aspects of Sufism in particular in describing his 
theoretical or practical work, or both, in every phase of his work, increasing in influence through his 
last phase. I also showed the initial signs of Sufi influence in Theatre of Productions, with more 
developed concepts in later Post-Theatre phases. 
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Theatre of Productions 
 There was an examination of the regions he had visited which were Islamic, or had Sufi 
influences, beginning with his earliest contact with Islamic culture in Central Asia, to India, Iran, 
Afghanistan. The same areas Grotowski visited were already visited by Gurdjieff. Most of these 
WUDYHOVWRRNSODFHLQKLV3URGXFWLRQVSKDVHLQWKHµVDQGµVDQGWKHVHH[SHULHQFHVLQVSLUHGKLV
theatre. 
Even with Productions, the inspiration came from his contact in Askhebad with Abdullah the 
mime, amidst a major Sufi centre. Everything in Productions launched from there, including the 
focus on the body and the minimization of text. He even cited Abdullah and his time in Central Asia 
as a reference point for his theatre work. 
 6XILLQIOXHQFHVFDQEHIRXQGLQ*URWRZVNL¶VHDUOiest stage of work. In his 1968 book, 
Towards a Poor Theatre*URWRZVNLGHVFULEHVWKH³WRWDODFW´DVWKHUHYHDOLQJRIRQH¶VEHLQJE\
SHHOLQJDZD\RQH¶VOD\HUVRISHUVRQDOLW\ DQGDQQLKLODWLQJRQH¶VHJR,VKRZHGthat this resembles the 
Sufi concept of renunciation to achieve a spiritual state of transformation. 
 Additionally, here was the first appearance of concepts like intense trance-like concentration 
to achieve orJDQLFLW\LQ*URWRZVNL¶VZRUN, parallel this to Sufism, wherein trance is a central 
component of psycho-physical activity. 
Paratheatre 
 This stage saw a change in intent, with a corresponding change in approach. In the 
progression away from theatrical performances for the benefit of a group (spectators/audience), 
Grotowski began work on transfoUPLQJWKHLQGLYLGXDO³DFWRUGRHU´. This was akin to Sufi dervishes 
who do not perform for the benefit of spectators, but rather use the dervish as a technique to 
transform themselves. Similarly, Grotowski employed this technique and others to enable the actor to 
access the fundamental truth buried within their core. 
 As I noted6FKHFKQHU¶VHDUOLHVWDWWULEXWLRQWR6XILHOHPHQWVFDPHLQWKHODWHVMXVW
before the next phase. It was at this time when he first noted Sufi-inspired movements, accompanied 
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E\VRQJDQGFKDQW+HDOVRFRPPHQWVWKDWWKHVHZHUHVWLOO³SDUWLFLSDWRU\HYHQWV´, but instead of 
³HQFRXQWHUV´DQG³PHHWLQJV´WKH\HPSKDVLVHGWKHUHGLVFRYHU\RIROG³µVRXUFHV¶RISHUIRUPDWLYLW\´ 
Theatre of Sources 
 In this stage, Grotowski conducted researFKLQWRYDULRXVFXOWXUHV¶WUDGLWLRQDOULWXDO
techniques. Sufism was one of these sources, alongside others. Indeed, Grotowski specifically named 
Sufi Dervish techniques as one of his source techniques. 
Objective Drama 
Here, Grotowski deepened his investigation of Sufi techniques when he invited a Mevelvi 
Sufi practitioner to train participants by incorporating Sufi songs and texts. 
During this time, Grotowski developed his Motions exercises, which closely mirror 
*XUGMLHII¶VMovements. Both use intense exercises to waken the body from a default state of sleep in 
order to achieve self-transformation. This is based on the Sufi technique of the whirling dervishes; 
whereby physical activity enables spiritual enlightenment. 
Art as Vehicle 
An entire chapter was devoted to the Sufi influences in this stage, which was a continuation 
RI*URWRZVNL¶VSUHYLRXVVWDJHV. The aim of this chapter was to demonstrate a more direct link 
EHWZHHQ6XILVPDQG*URWRZVNL¶VZRUNChapter two of this thesis provided fewer clues to Sufism¶V
influence on GrotowVNL¶VUHVHDUFKZKHUHDV$UWDV9ehicle shows a stronger correlation between 
Sufism and GroWRZVNL¶VZRUN Similar to Sufi ritual practices like dhikr and the sama ceremonies, 
Art as Vehicle employs listening to vibratory ritual songs, chanting of mantras, and whirling, all with 
the goal of achieving ³energy transformation´. In Art as Vehicle Grotowski used traditional Haitian 
songs as a research technique to achieve a ³YHUWLFDO´OLQHRIHQHUJ\ LQDSHUVRQ¶VLQQHUFRUH 
 Grotowski referred back to the Bauls of West Bengal, India, as his point of reference in his 
use of traditional Haitian songs in Art as Vehicle because the Bauls used mystical songs as part of a 
psycho-physical activity that Grotowski observed while in India. The Haitian songs Grotowski 
employed in Art as Vehicle had the same psycho-physical LPSDFWLQWHUQDOO\DVWKH%DXOV¶, but I 
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KLJKOLJKWHGWKHFDVHRIWKH%DXOV¶LQIOXHQFHRQ*URWRZVNLEHFDXVH%DXOSV\FKR-physical activities 
exclusively originated in Sufism, not any of the other sources upon which Baul religion or culture is 
based. With this in mind, I provided a closer historical examination showing that the Bauls¶SV\FKR-
physical practices were directly borrowed from the Sufis when the Muslims invaded India and 
infused Islamic culture into Indian society. Besides Sufism, several other religions and cultures also 
influenced the Bauls, but only the Sufi influence contains the psycho-physical dynamic that so 
impressed Grotowski and inspired his work at a fundamental level from his core notion of selfhood. 
From my historical examination of the roots of Baul traditions, I traced the psycho-physical 
connection along a Sufism-Baul-Grotowski link, and I thus attributed WKHVRXUFHRI*URWRZVNL¶V
Baul-inspired psycho-physical work to Sufism. 
With the Bauls¶ connection to Sufism in mind, there were many references from different 
sources that what occurred in *URWRZVNL¶V$UWDV9ehicle research was similar to Sufism. Therefore, 
the Bauls of West Bengal, India, whose psycho-physical activities were adapted from Sufi practices, 
were quite plausibly the template for his work in this phase. Additionally, the reason why he was so 
LPSUHVVHGE\WKH+DLWLDQVRQJVZDVWKDWWKH\UHPLQGHGKLPRIWKHLQWHUQDOLPSDFWVIURP%DXOV¶ Sufi-
based psycho-physical practices. 7KHUHIRUH6XILVP¶VSV\FKR-physical principle of transformation 
from within, achieved through deliberate and systematic physical activities, was the fundamental 
basis for GrotowskL¶VSV\FKR-physical inner work for producing visible physical results. Especially 
ZKHQ*URWRZVNL¶VLQWHUHVWLQthe BaulV¶ songs and dances is taken into consideration, LW¶VDSSDUHQW
that the Sufi connection underlies *URWRZVNL¶VZRUNRQLQQHUWUDQVIRUPDWLRQ Grotowski believed 
that the potential for inner transformation exists within our essential, primeval human code and he 
wanted to bring back or reawaken what has been forgotten.   
Gurdjieff 
Triangulating Sufism with Gurdjieff and Grotowski showed striking similarities that could be 
WKHUHVXOWRI*URWRZVNL¶VWUDvels to Sufi-influenced Iran and Central Asia and his probable 
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knowledge of Gurdjieff and Sufism. &LWLQJSDUDOOHOVEHWZHHQ*XUGMLHII¶VDQG*URWRZVNL¶VZRUN
supported what other figures have said or described as possible Sufi-based ideas and practices. In 
oWKHUZRUGVWKH*XUGMLHIIIDFWRULQ*URWRZVNL¶VZRUN± LH*URWRZVNL¶VFRQQHFWLRQVWR*XUGMLHII
from his awareness of Gurdjieff and from his close collaboration with followers of Gurdjieff from 
early on, in his Theatre of Productions phase ± supports the DUJXPHQWWKDW*URWRZVNL¶VZRUNZDV
inspired by Sufism. Combining the evidence by Flaszen (2007), Michel de Salzmann (1996), Brook 
(Schechner, 1996b, p.478), and :ROIRUGDSRID*XUGMLHIILDQLQIOXHQFHRQ*URWRZVNL¶V
work with the clear Sufi elemHQWVRI*XUGMLHII¶VZRUNFHPHQWVP\RWKHUILQGLQJVLQWKLVWKHVLVRID
VWURQJ6XILLQIOXHQFHRQ*URWRZVNL¶VZRUNThe Gurdjieff connection makes an even stronger case 
IRU6XILLQIOXHQFHRQ*URWRZVNL¶s Productions and Post-Productions work. 
Strengths of This Thesis 
Strong Sufi-connections contribute to the robustness of this thesis. Demonstrations of Sufi 
HOHPHQWVLQ*URWRZVNL¶VZRUNE\Duthors such as Schechner, Wolford, Brook, and Flaszen provided 
a launching point from which to deepen the investigation, rHLQIRUFHGE\*URWRZVNL¶VRZQPHQWLRQV
of Sufi practices and striking similarities to Gurdjieff$GGLWLRQDOO\*URWRZVNL¶VLWLQHUDU\RIWUDYHOV
to Islamic countries and regions and his notable secrecy about his experiences with Kurdish Sufis 
and Dervishes in Kurdistan provide particular weight to the thesis. 
Limitations of This Thesis 
Some limitations of this study are the result of language differences and the nature of the 
material available to us. Language differences and lack of translations presented one limitation for 
this thesis. Some primary and secondary materials were only available in Polish, Italian, Portuguese, 
or Spanish, which thus reduced my access to some information. Of course, a large number of sources 
had been written in or translated to English, and in one case I was able to translate an Arabic source, 
which enabled me to gather enough materials without excessive gaps in information. 
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My incomplete access to information was more so GXHWR*URWRZVNL¶VUHOXFWDQFHWRQDPHKLV
influences, often remaining even more silent on the more significant topics. As Schechner writes, 
*URWRZVNL³UHVLVWVµQDPLQJ¶UHGXFLQJWRGLVFRXUVH´ (Schechner, 1996b, p.483). Because he was 
concerned with the objective, discrete, elemental ancient practices that have survived through the 
ages preserved within traditional rituals, he avoided using culture-specific terminology as he felt that 
it risked subjectivity, inaccuracy, and interpretation. In a personal correspondence to Osinski, 
Grotowski wrote that he was losing faith in the ability of words to sufficiently capture significance 
and meaning: 
[...] something is changing in me and I increasingly perceive some devaluation of 
words, that is, that words are insufficient to express what is important, and, in many 
cases, I prefer to communicate through silence, gesture, short allusion, rather than by, 
say, ideas formulated through words. (Grotowski, 1966, in Osinski, 2014, p.46) 
This reminds us of Abdullah the PLPHZKRXVHGKLVERG\WRH[SUHVV³WKHZKROHZRUOG´WKURXJKRQO\ 
bodily movements, not relying on any language. Another recollection comes to mind of *URWRZVNL¶V 
reputation for shredding and rearranging the lines of plays he produced; his irreverent approach to 
text and words was evident from his Productions phase. His preference for the oral tradition over the 
written word is well known, as well as his fondness for the apprenticeship-model of transmission of 
knowledge. Therefore most of his values and beliefs survive in the writings of colleagues, 
participants, and witnesses of his work. 
Schechner also ZULWHVWKDW*URWRZVNLZDVLQFOLQHGWRSULYDF\DQG³UHFOXVLYLW\´ (was this 
possibly a result of growing up under Communism, a repressive regime which refined his skills of 
³Ketmanship´". Grotowski himself guarded his speech, thus limiting my access to primary sources 
of information on his work: 
Grotowski has never been open about his work. He is a reclusive person, and 
increasingly so. Unlike most theatre workers who seek a home in the capitals ² New 
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York, Tokyo, Paris, London, Warsaw, Moscow ² Grotowski works in out-of-the way 
places: Opole and later Wroclaw, a barn in a far corner of the Irvine campus of the 
University of California, a village outside Pontedera, Italy. Along with this reclusivity 
is a reticence in speaking directly about his work. [...] But from what Grotowski says 
in talks or interviews (his favored modes, placing him in an oral tradition) as well as 
from the writings of participants in his recent work, a fairly consistent picture of his 
recent work emerges. (Schechner, 1993, pp.245-246) 
Indeed, although Grotowski did not detail or elaborate on all of his activities and contacts 
during his travels and workshops, preferring to keep some things private or obscure, it is still 
possible to glean information from his talks or interviews as well as secondary sources, such as 
participants who had close contact with him.  
Despite a review of *URWRZVNL¶V first-hand materials, talks and writings, and second-hand 
sources from colleagues and writers, I was left with several questions. What did he do in Iran and 
Central Asia? $VLGHIURPWKHVFDQWSDUDJUDSK¶V-worth of information on his stay with a Baul family 
in India, what else did he do and learn there? :KHQKHZLWQHVVHGWKH%DXOV¶SV\FKRHQHUJHWLF
exercises, which he credits for their use in Art as Vehicle, did he know that the Bauls had been 
heavily influenced by the Sufi missionaries who came in the Turkish invasion of the 1200s? Would 
Grotowski have preferred not to know about the historical, political, and social dimensions of the 
adoption of Sufi mystical practices by the Bauls, choosing instead to focus on the concrete, discrete 
elements of practice? Did he intentionally seek out the same regions Gurdjieff visited to find more 
Sufi inspiration, or was it a coincidence?  
Furthermore*URWRZVNLFOHDUO\PHQWLRQHGEHLQJLPSUHVVHGE\WKH³ROG$IJKDQPDQQDPHG
$EGXOODK´KHPHW³'XULQJ>KLV@H[SHGLWLRQLQ&HQWUDO$VLDLQEHWZHHQDQROG7XUNPHQLDQ
town Ashkhabad [Ashhabat] and the western range of the Hindu Kush MountDLQV´, but he did not 
relate him to Sufism. (Osinski, 1986, p.18) Using independent geographic and historical sources, I 
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was able to infer that Abdullah was a Sufi spiritual leader because the town of Ashkhabad is within a 
region of Sufi shrines and temples and because the actions Grotowski described match Sufi practices. 
In other words, the close proximity was considered sufficient evidence to make an educated guess 
based on the triangulation of information to fill in gaps LQ*URWRZVNL¶VUHSRUWV. 
As he did not elaborate much on these travels and his thought processes, I really do not know 
for certain whether he consciously selected for Sufi practices in his work. Indeed, he did hand-pick 
Sufi masters for his Objective Drama and Art as Vehicle work, alongside ritual masters of other 
cultures, so I know that he consciously intended for Sufism to play at least a proportionate role equal 
to other traditions. Perhaps he did not focus on or target Sufism to the extent that Gurdjieff did, but 
the products of GrotowVNL¶VZRUNGRUHIOHFWthe undeniable presence and prominence of Sufi and 
Sufi-inspired ideas, consciously or unconsciously sought out and implemented. 
Considerations and Recommendations for Further Research  
 To sufficiently research the importance of Sufi traditions WR*URWRZVNL¶V practice, a great deal 
of creative thinking and time would be required. There has been no in-depth investigation of the 
specific cultural contacts he made during his time in Central Asia, Egypt, or Iran during the periods 
he visited. It might be interesting to examine the regions in greater detail that could provide a 
window into specific cultural practices and norms of these places Grotowski had visited. 
Also, VRPHRQHIOXHQWLQ.XUGLVKFRXOGUHWUDFH*URWRZVNL¶VVWHSVLQ,UDQWRJather any 
possible existing stories of a Polish man who made such an impact on a shaykh that he was initiated 
into an order and allowed to participate in their secret rituals. Flaszen and Osinski have already told 
us that Grotowski remained silent about the Kurdish rituals he participated in Iran in 1967 and 1970, 
so no further information could be obtained by Western sources, but it is possible that tales of 
*URWRZVNLD3ROLVKPDQWDNHQIRU³µDNLQVPDQ>@DTXDVL-sheikh ± DVSLULWXDOPDVWHU¶´are being 
passed along in Kurdish circles to this day. Given the amount of fascination Grotowski has sparked 
in the West, is it unreasonable to think he is a legend in the East, too? 
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